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Food for T hought with Steven Gerber

MICHAEL DELLAIRA

STEVEN R. GERBER was bom in 1948 n Washington, D.C,
received degrees from Haverford Colege and from Piinceon
University. Two CDs d Gerber's orchedral works were released on
major labds in 2000Chandosissued his Synphony #1,Dirge and
Awakening, Viola Conceto, and Tiiple Overture, played by the
Russian Phiharmonic Orchedra underThomas Sandeling, with Lars
Andas Tonmter, viola, and the Beova Ssters Trio. Koch
International Classics unde a grat from the Aaron Copbnd Fund
for Music, rdleased his Violin Concerto, Cello Concerto, and
Seaenade for Sting Orchedra, played by the National Chanber
Orchestra unde Piotr Gajewski, with soloists Kurt Nikkanen and
Carter Brey. In adition to his siccess in the United States, Mr.
Gerber has becames perhaps the nost oftenplayed living American
compo<er in the former Soviet Union, which he hastoured 10 imes
since 1990, and where he hasreceived literaly dozns of orchegra
peformances and nunerousconcets of his solo and chambermusic

DELLAIRA: s it true that you mey well be he nost peformed
American composer in Russia?

GERBER: Wel, | may hare been, but | haven't been going tat
much recently.

DELLAIRA: How dd that al come about? It's a rather stange
distinction for an American composer.

GERBER: Right My caee there stited completely by accident
and te really odd hing is that my symphony, which alot people
think oundsvery Rusian, was written bdore | had the slightest
inkling 1 would ever go. | suppo® it was influenced by the fact that
I'd been listening © and sudying alot of Shosakovich. | cetainly
had no deal would evergo © Russia. My father was bon in Russa
-- in what is now the Ukraine -- and just by chance in 1990 Imet a
second @ushn of mine who's a Russian émigré and had beea the
exeautive director of the opern and bdlet housein Kishinev, the
capitol of Moldova He'd been in this county for many yeas but
we'd never met and hewas very excited to find outthat he had a
cousn who was a omposer When that happened he arranged a tour
for me in the Soviet Union in October of 1990. The music was a
success and healready had a bt of contads from his dag's there, and
hemade alot more.

DELLAIRA: How many paformanceswere there onthattrip?

GERBER: Thee must have been @out haf a dozen concets in
different places St. Petersburg, Moscow, Kishinev, Yaroslavl,
Rybinsk, and Tdinn, which is the ceital of Edonia. | performed in
all thoseconcertstoo. In fad one ofthem was almost a piano regtal,
athough lended up haing a volinist play with me. Thatwould've
been the second pano recital 1'd played in my life - the other was
when | was sixteen. Theconeett in Tdinn was the only onein which
| played some music not by mysdf: | did the Copbnd Piano
Variationsand me little Prokofiev pieces but otherwise these were
all concerts just  my music. A few of them with orchestras sane
with sting quatets, some with violinists, some with a singer Very
much like 19t century concets where you h&e both orchestra music
and chanmber music ard vocal nusic dl thrown in together. There
was one paformance of my Seenadefor Stings and three of my
symphony,which were al premieres.

DELLAIRA: So lguess the reception waspostive enough br youto
make return trips.

GERBER: Right
DELLAIRA: How many trips in all have you mede?

GERBER: It would take me a while to count them. I've bea to
Moscow probably ten times and then there were a @uple times when
I went just to Kiev or just to Talinn to Bulgaria for a festival once,
and one to some performances in Romania, all of which cane out of
the Rusdan traveling.

DELLAIRA: So dd those expeliences in any way hep shape the
kind of music you were going © write? In other words, if you were
getting lots o performances there ard you get very positiv e feedback,
doesthat in any way determine yournext piece?

GERBER: Weéll, it certainly affected what instruments | wrote for-I
mean | wrote a piano @nceto thinking | could probably getit played
there. | wote a violin concerto for Kurt Nikkanen, an American
violinist, butl knew | could arrange peformancesfor him ove there.
And actully when | wrote my celo concerto for Carter Brey, it was
with the idea that | could probably ge him performancesthere, butit
endad up we did it in America and we never did it in Rusia. But
only to that extent. | don'tthink it affected my style atall. As| say,
oddly enough,maybe it worked the otherway amund,that the reason
some of the music was successul there was that it soundel Rusian,
rather my writing music that soundel Russian be@use I'd been there.
| don'tthink it affected me asa compose.

DELLAIRA: It's aso interesting that the music would be popukbr
because it soundel Russan, rather than because it soundel
American

GERBER: Yes!. And pieces of mine that | think sound vey
American to them would sound Rusian and | wouldn't know what
they were talking about Butit's tue heir idea of American music is
thingslike Benstein and Gershwin. Jaz influenced, pop nfluenced.
Thereis one guy in St Peersburg who unsavery well known dance
company who redly liked my symphony alot and hasbeen talking
about making a balet to it or to some other music of mine And he
said one, you know | didn't know an American could write a
symphony. Raher offensive, frankly!

DELLAIRA: So woud you mndder this peaiod akind of a phae?
The Gerber Rus$an period?

GERBER: Asfar as going tere,yes From what!| hea, thingshave
changad there a lot and vey few people want to do anything now
without geting pad for it. So a omposercomes or a condudor
comes, they're exectedto pay for the privilege, sol'm told. I'm sure
that's not completely true. Mostly | sort of gottired of going there,
and | didn't feel | reeded it that much for my career ard also | like to
go b interesting pkces when | getmy pieespeformed. Russiais a
fascinating plece, but a leas the mgjor cities where al the good
peformers are I've seen S0 many times that | don'thave agreat desire
to go back again.



DELLAIRA: Many of the works from this peiiod have been released
recently on CD Actually two CDs and on tvo goodlabds, Chandos
and Koch International

GERBER: Yes. Thatwas astroke of luck..

DELLAIRA: Isthe musc oneachof those CD's ertirely different or,
could it have bea atwo CD sd sa from either oneof thoselabels?

GERBER: Actually, they are dfferert. It wasnt plamed that way
but | realized afterwards that all the pieceson he ChaadosCD do
have avery dak, somewhat ominous and | sippo® 1 some people,
Russan sounding qudity, though Idon't think that gpplies to dl the
pieces Whereas the ones on Koch, | wouldn't call them light by any
means, are not quite so heavy. | gues that's how | would put it,
maybe more lyrical.

DELLAIRA: Butthey're dl large-scale pieces?

GERBER: For the most part. The Chandos recording has a
symphony ad aviola conceto, and two shorter works, onejust for
orchegra called Dirge and Awakening axd te other a Triple
Overture for violin, cello, piano aad ordedra, which is not a big
piece. The Koch recading has three fairly large- scale works.

DELLAIRA: Arethey dl recent piece®

GERBER: The earliest piee is the symphony, which goes back to
'88, '89. The most recent, '98, is a Triple Overture. So it covers
aboutten yeas. In fact, oddly enough he triple overture was written
for the CD. It still hasnt beenplayed live. It was written for the
Bekova Sigters, the piano trio that reorded it, and tey've donea lot
of recording on Chadosand tey're the oneswho introducel my
music to Brian Couzns who is the managing drector of Chandos
And the CD came about when they aked me to write a piece for
them, for trio and orchestra - a tiple concerto adually -- and they
said they could do hat as pat of a CD on Chados It turned out it
wasnt really a tiple concerto, it was nore of a triple concertino,
which | decded to cal Triple Overture because | houghtconcetino
soundel alittle bit too light

DELLAIRA: Wherewere they recorded?

GERBER: The Chaxdos CD was recorded in Mosmw with the
Russian Philharmonic ard the Koch CD was recaded in Maryland
with the National Chamber Orchestra.

DELLAIRA: They'revely different justfrom that sendpont.

GERBER: Yesh. And te venueswere very different. The Koch
CD was donein a studio with very dead sound ® there had to be
reverb added, which | think worked out quite well. | like the sound.
Whereas the one on Chados was done a a hdl in Moscow, a
recording stidio really but it's like a smal concet hal. The
condudor, Thomas Sandeling, told me that it's beter than any hall
heknows of in London. Wondeful amustcs. | was vely hapy.

DELLAIRA: So haing two CD'sout, dmod at the same time, |
guess you gota fair nunmber of reviews and were the reviewers kind
of overwhelmed by the fact that there were two to review?

GERBER: Well, there have been a lot of reviews, both in magazines
and on he internet. Many more for the Chaxdos CD than for the
Koch for some rean. And, except for that one reviewer |
mentioned, no onehas commented on he fact that there have bee
two. Some of the comments have been interesting. Most of the
reviews have been very good. Thee has been onethat is bad out of
all of them | find it sometimes a Ittle strange to see which

compoers reviewers tink I've been influenced by. | think some of
them have greatly exaggemted the minimalist influence, | think two
have suggesed Roy Harris asan influence, which | can't seea all.
The Third Synphonyis the only piece | know that | like a lot. Not
onethat | was ever con<ious of, nor did | ever think of him as a
paticulady important compose to me.

DELLAIRA: Was there anything that waspaticulaly satisfying that
was sat? You krow, insightful or that made you hink "yes, | did
that right"

GERBER: 1 only remember one such comment -- a critic who said
that his obsevation that the music was eay to follow was not meant
as condesension butas atribute to the music's boldness, confidence
and trarsparercy. | liked that a lot. But usually | try not to be
terribly hutt by a bad review and | try notto take ovety seioudy a
rave review. | think, | don'tknow if | should say this or not, bu |
think all my life I've sat of had a mixed attitude. I've had a certain
arrogance about mysdf and adout my music, epedaly compared
with most music that's aound. But I've also felt very hunble
compared to the music of the pas. I've never put mysef in the
category of the redly great composes of the pas and even if
someone ties b compareme, | don'ttake it vely sefously. | had a
big fight with a friend about Dvorak reaently and hetold me some
piece of mine was much beter than any Dvorak and | thoughthewas
full of nonsasd

DELLAIRA: So whaareyou woking on now?

GERBER: I've just recelved a canmission from Voice d America
for its 60t anniversary. I'm writing afanfare | guessyou ould call
it my 9/11 piece. I'm aso working on aclarinet conceto for John
Manase, who is a terrific clannetist, and ourmanagers aretrying to
work togeher on aconrtium commission. The ran I'm writing
this piecefor him is that he preniered my last piece, a work cdled
Sprituals. And Ill say something @out that because that was
completely new for me. Actually that ard the pece tefore it. I'd
never, untl abouttwo yeas ago, written any music based on oher
music. And I'd certainly never written any music basel on ay kind
of folk music or popubr music. | got some ideas for some pieces
based on Garshwin. | wrote a seriesof pieces for three violins cdled
Gershwinianain which | took just little fragments from some of my
favorite Gershwin songsand peludesand completely changed and
reworked them

DELLAIRA: Do you wat to nane afew of thos favorite Gershwin
song®

GERBER: Well | usel two of the Preludes "Nice Work If Y ou Can
Get It" and "Loveis Here to Stay." | don'tknow how recognizeble
they are unles you know from the tittes what I'm using as he
material. Bascdly they're indgpendent pieces | mean they exist
indgpendent of the Gershwin; even if you don'trealize the relation ©
him, they are a work by themselves Then a Russianviolinist I've
worked with a lot, Tayiana Grindenko, who plyed my violin
coneerto several times and for whom | wrote some pieces for two
violins and then a work called SeenadeConcetante for two violins,
string orchedra and hap, asked me to write a new work for he, |
guess this is in 1999. She,in case Americans don't know her too
well, is the ex-wife of Gidon Kremer and peforms with him a lot.
Shés a very well known violinist in Russa and Euope not so well
known here. Shefor many years was not dlowed to leave the Soviet
Union, and duing tat time she foundel the first original instrument
group n Russia cdled the Mosaow Academy for Ancient Music, and
they now do @ntemporay music aswell. Actually she and Kremer
commissioned Arvo Pat's Tabuh Ras and Sdcnittke's Concerb
Grosso No. 1. For te millennium, she aked composrs to write
piecesfor this sting orchedra and e asked me to write something.



Shewanted something tat was in some way basel on ®me kind of
old music or folk material, or some kind of music in which the
compoer was anonynmous So | got the idea of usng irituds to
write abund of pieces So Idid basicdly the sane kind ofthing as
in Gershwiniana for string ordiegra. | wrote a bunh of pieces
which took fragments from spirituals and mmpletely transformed
them. And then when | gotacommisdon from Cone@rtante Chanber
Players to write a work for clarinet ard string quartet for them and
John Manase | arranged some of those piecesand wrote a bund of
new pieces for clarinet and dring quatet So br me thats bee a
completely new diredion and something I'd like © continue f | can.
DELLAIRA: Thenewness isn't taking sme pre-existing musc, but
really taking music that's popuér music?

GERBER: Yeah, something thats very tond and ditonic and try to
find ©me way of dealing with it where | ill fed like | put my own
persondlity into it.

DELLAIRA: Now when you wok with a soloist, do hey see the
piece asyou're working on t?

GERBER: Yes, | uaialy try to conault them while I'm working on
the pieee. | think in both my violin and cllo concetos I've just
revisad mostly deails in the string writing. Thingsthat didn't work
out too well. Actualy when | wrote Sprituals | thought!| was
writing for clarinet in A and bhn ®nvinced me that it was
impossible for a clarinet in A and te whole thing hal to be written
for clarinetin Bb 9 | had to have the whole thing transposed and get
rid of onelow C#. But other than that, there wasn't anything much
that was unplyable. | remember aking aout the bre&k and hetold
me notto worry aboutit.

DELLAIRA: So you'l send pasagesthatyou hae quetions d&out?

GERBER: Yes, a I'll meet with performers and sametimes it will
have to berewritten.

DELLAIRA: Butit's realy for playability, it's not how doyou like
this?

GERBER: Right. Exadly. Theyd better likeit.

DELLAIRA: That must put the peformer in a semi-awkward
position because it's kind of hard to only comment on playahility .

GERBER: Yes, butthey don'treally know whether they really like it
until theyve heard the whole pece with the achestra and seen how it
all works together. | don'tthink they're in the postion  redly judge
it.

DELLAIRA: Becaiseyou're notshowing them everything?

GERBER: Well | mean, if | play it on he piano, they g& a beter
idea that way, buteven 0 it's not quite the same as playing it with the
orchegra. Although,when | was working on ny violin concerto, at
onepoint, out of laziness | thoughtl'd just arangeanotherpiee and
use that as a slow movement ard | played it for the violinist and we
both sort of agreed togeterthat it really didn'twork. Luckily, | came
up with awhole different idea for the slow movement, but that was a
case where | was conallting éout something important musicdly.
And | think there was a case in the first movement also where |
played him along ®ction and | sad, maybe this oughtto becut hele,
and he agreedwith me.

DELLAIRA: Do you her instumentation or do you orchestrate
later? 1 mean, do you oncen your®lf with instrumentation first?

GERBER: Yeah | do. Butl don'tdo he find orchedration urtil the
end. Butl have a geera idea

DELLAIRA: | noticed at the Towea Records web sie you wee
desaibed & being of the "new tond school" Caetainly there was a
time in your career when that label would nothave been gppropriate.
Whendid the changeover, soto speak, occur?

GERBER: 1 think the first piece of mine that represented a dange
was my piano ©nat. Tha was '81-82. Tha has a mixture of syles.
Thelast movement is by far the most tond and that piececame after
a peiiod of witing twelvetone music. Sornehow or other, in the
course of largely, but not completely abandoning 12tone music, the
piece just came out more tond than what I'd bee doing béore it.
And then, right aound he sane time, | started writing alot of songs
which were much more tonalthan amost anything I'd written before.
| dso wrote a lot of atonal music a the same time. | would go bak
and forth between pieasthat were very diatonic and piecesthat were
extremely chromatic and baicaly atonal | haven't written too many
of thosereently, though Ihave nothing ajainst doing it in principle.
So | gusssit's truethat recently alarger propotion of my pieeeshave
beentonal, if that's the right word. But it wasnt really what | think of
asagradua charge. It happened pretty quickly in the early '80's.

DELLAIRA: So br you hat's a significant piece. You knew that
you were doing ©mething entirely different.

GERBER: Right and it really is a mixture of styles | mean the
middle movenent sounds12+tone though t's not, but it's cetainly
atonal And te first movenent is a kind of Copland honage
somewhere in between.

DELLAIRA: Butyou ontinued to go back and forth for quite afew
years --

GERBER: Yes.

DELLAIRA: Do you atudly think in these terms when you're
sitting down to write anew piece | mean, is tondity a queston for
you,orisit aready aquesion thats answered?

GERBER: | usethe word in a very loos way, like | think a bt of
people use it, meaning just the presence of some kind of pitch center.
Cetainly I'm not thinking in terms of tonic, domnant and
subdoninant and al that. When | say tonal, | mean tond in the sane
sense in which | think of Barték, most of Stavinky, Debussy, Ravel,
Prokofiev, and Shotkovich astonal | don'treally mean anything
more spedfic than that

DELLAIRA: When you're working, do you h any €nselay out a
plan of pitch centers?

GERBER: Not uwdly. | don'tdo alot of theorizing &out my
music.

DELLAIRA: So you're saying that the piece evolves as you're
working on t?

GERBER: Yes.
DELLAIRA: Yes you mmposeby eaP

GERBER: Wédl, no, | ue my mind, | don'tknow the difference
between the mind andtheea...

DELLAIRA: But is it trid and error -- this sounds good, this
doen't?



GERBER: I'm aure thats patt of it, but| think & this point I've been
composng © long hat | can think about what I'm doing without
necesaanly having o putit into words, butit's notjust trial and eror,
it's notjust intuition, although hat's pat of it. I'm certainly conscious
of composng with intervas, in the way that Stravinsky used the
term.

DELLAIRA: If someone were to ransadk your gpartment, they
wouldn'tfind ketches?

GERBER: They might It would depend onthe piece | think | did
more of that when | was writing serid music than | do now butl do
occasiondly do hat More and nore, though, compared with the
padt, | don'treally putthingsdown on pae urtil I'm pretty sure of
them Until then, theyre just in my headand | keepthinking about
them and don'twrite them down unil I'm satisfied with them.

DELLAIRA: Do you hae a senseof how b apiece will be when
you dart?

GERBER: | have a senseof how big | want it to be, but sometimes
I'm disappointed. I've often strted outwanting © write a big piee
and bea disappointed that it cane out raher smal. | was planning
on writing a triple conceto and it didn't work out that way, so thats
how the triple overture came about

DELLAIRA: Has the reverse ever hgppened? Began with a study
and ended up with aconceto?

GERBER: | don'tthink so. | can't think of any!

DELLAIRA: 1 find it interesting that you ®em to actively seek out
the music of composes who write music very different from yours.
Arvo Pat and bhn Corgliano, to take pehaps two extremes. It's not
like if someone listened to your new CDs, for example, they could
say, oh, | know who hés bee listening ©. | gues they could sy
that butthey'd bewrong.

GERBER: I've alvays had a passon for lisening © al music.
Egedadly 20th-century music and | gues especiadly my
contemporaies, whether or not | like them. Tha's something I've
just done Ithink more than most compo<ers ever since | was quite
young. | was fasdnated by digging up nusic, particulady of obsarre
compo<ers. I'm sure there's some weird psychologicd component to
it. I've always bee fasdnated by picking up omposes who were
onee well known and are now obsairre.

DELLAIRA: Whats te pychologicd component?

GERBER: Oh, | don'tknow, | don'twant to getinto that, but it's
there sanewhere! I'm not sure when| first realized it but when | was
quite young ny paents had a book of Sigmund Spath which hal
themes from dl the famouspiees And there was onealmost totally
forgotten compose, Joachim Raff. A basicaly poor compo<r, but
hewas vey famousin the 19t century and | be@me fascinated with
digging up his nmusic ard | used to go to a little music shop which no
longe exists behind Carnegie Recita Hall. And | would buy tese
long outof print scores of his. | probably ill have them, well |
know | ill have his third symphony,fifth symphony,| may have the
piano oncerto. Now alot of Suff is beng recorded on Naxosand on
other labels becaiseall that suff is beng dug up. Butatthat time it
was totally forgotten and | was absdutely fascinated to find it and
fasdnated to find that it was justly forgotten with maybe me
exception. Thee's onesort of cute movement in his fifth symphony,
a cute little march movenent, butit's basicdly banal music and | was
fasdnated with the idea that, at leas when it came to the 19th
century, it seemed that al the good nusic had bea discovered.
Almost everything that was obscure was obscure for a good ean.

Which is not true in the 20t century. And then | was fasdnated by
digging up nusic by Krenek and Dohnanyi and you nane it. And |
still do hat I'll go b the library and get a huge sadk of suff, which
is what I've donesincel was a ten. One of the nice things &out
being agraduat student at Princeton is that the music department
essentialy let you donefor the whole time, so | would gpend onsof
time in the library there just going trough baicdly the whole
literature, including obsure as well as well known composes. One
of the interesting tings &outdoing thisisthat| have in recent yeas
come to admire very much music that | would never have expeced to
like ard that | alnost feel guilty for liking it at first since it was so
different from the kind of nusic that | thoughtthat | admired. Like
for exanple, Tabub Ras and Fratres by Arvo Pat.

DELLAIRA: You're saying you &It guilty aboutit?

GERBER: Guilty is the wrong word, but | would often go ba& to
the music thinking tis time I'm going © see how hokey the piece is
and | would still like it. So obvioudy there was something wrong
with the premises| was starting with.

DELLAIRA: HasArvo Pat had an influence on you?

GERBER: A little bit. | can think of one novement of mine hat |
won't name, or maybe two that have been influenced by him. Well,
this leads into something that | wantedto get into. You haven't asked
the question ye, butwhen | was in my teens, | guesd hal two basc
attitudestoward contemporay music. One, was tat the only music
that ssemed to me of real dgnificance -- this was in the late 60's,
early 70's-- was non-gria atond, pehaps mewhat expressionistic
music. | basicdly didn't think the 12-tone theory made much serse.
At that time | guessl thoughtthat tond music was basicdly a hing
of the passt | felt completely dien from Cage and te whole
downtown school and te stuff | realy admired was, just to nane a
few things the Yehudi Wyner Concet Duo, some ealy Kirchne,
some works by my teacher Robet Paris, the sting quatet of Billy
Jm Layton, a few thingslike that and tats where| redly thought
contemporay music should be. | haed most, but not all of the
Darmstadt School and | thoughtthe Europea ideaof total seialism
made absolutely no ®nse. And where Part comes into dl this, and
the reason I'm mentioning this is that it was a big surprise to me to
discover how much | liked that piecthosetwo pieces adually,
Tabub Ras and Fratres, and then later the ssme thing happened
with the Gorecki string quatets and with one pieee by Sdinittke,
whom | had dways thoughtof as very gimmicky. | really fell in love
with his first Conerto Groso afew yeas ago. And the other thing
about my attitude back then was | had a very chawinistic point of
view. | thought America was the only place where anything of
significence was happening in music after World War II. Tha aso
changed.

DELLAIRA: What aboutminimalism?

GERBER: WEell, what's odd sthat | neverliked minimalism, and ye
at sane point it started to influence me alittle hit. | think same of the
reviewers of my CD's have exaggemted tremendousy the influence
of that on ne, but it ddinitely is there at least in some of the
accompaniment figuraion. And meybe in some other ways like the
amountof repetition I'm willing  tolerate in my music compared to
when | was younge. | think for a lot of composes, thosewho are
not minimalist really in their aesthetic & all, it has been samewhat
liberating and has really lead them to new things that they wouldn't
have doneothewise.

DELLAIRA: What do you se asthe components of the nev music
lands@pe thesedays? | mean if | were 16 yers old and wanted to be
acomposr, doss it look different today than it did 30 years ayo?



GERBER: Yes. | try notto have too many ophions about that or
about where music is going. | don't redly think it's paticularly
hdpful to you asa compo<erto be il of opinionsaboutsuch things
| think there's no quetion that for composes now there's just a larger
nunbe of possibilitiesthere that you can consder using. | think it's
very had within that to forge your own gyle. It's had to be around
now and not to be aware of all kinds of music that probebly one
wouldn't have been aware of 30 yarsago. Egeddly the kind of
compo®er who ha been trained in dassicd music and cane up
through ollege and the university, and just the classicd music world.

DELLAIRA: Weren'tyou tained in collegesand unversities?

GERBER: It's funny butl wouldn'texadly putit that way. My most
important studies were probably the piano lesons al through ny life
and ten the private compostion lesons| had with Robet Paris. |
certainly got something out of graduae school in Piinceton, but |
don'tthink of mysdf asexadly university trained.

DELLAIRA: Robet Parris clearly had a bg influenceon you.

GERBER: Yes, hehal a big influenceon me. He was piobably the
only mentor | had asa musician. He influenced my music alot when
| was young. | think some of the pieces | wrote when | was in my
late teens cleaty show his influence But we went through acouple
of peiods where we amgual al the time axd he didn't like the
direction my music was gohng. Thatwas pobably vauable.

DELLAIRA: When wasthat?

GERBER: The first time was when | was a gaduate student at
Princeton. He thoughtmy music was getting ©o cerebral. And he
second peiod wes in the late 80's when my orchestra music was
much more tond than what I'd donebefore.

DELLAIRA: You'venever oent any time teading.

GERBER: No. | usedthe word guilt in asart of flip pant way before,

but that is something | do feel guilty aboutbeause | think there isn't

going b bean audience in the future unlessclassicd music is taught

and tradition is kept up. | guess the main rea®n l've never taughtis

becausel've never felt acdling b tead and when | was young | wes

incredbly lucky with same of theteachers| had. | didn't want to be a

mediocre teacher and didn't want to teach unkess | felt teaching as a
cdling.

DELLAIRA: Do you wat to tell usaboutthem, aboutyour musicd
eduaton?

GERBER: | bggan taking piano lesonswhen | was eight | never
seriously conddered bang aconcet pianist because | wasn't quite
good @ough. | went to amusic camp called Indian Hill when | was,
| think not quite fourteen That was the first time | ever saw
COMPOIS.

DELLAIRA: Who were they?

GERBER: No onethat you eser would have heard of, butthere wes
oneteenage guy who hal pefect pitch and would st in front of atree
and write atonal music that | liked very much and | really admired the
fact that he could do hat | thoughtthat was a great thing o do.

DELLAIRA: Where was Indian Hill?

GERBER: In Stockbridge Massaachusdts. One of my roonmates
was Arlo Guthrie. We exchanged ten whole words the ertire summer
| think. He just was off by himself playing gutar. And | had avery
goodpiano aderthere, Daniel Abrams, who was also a compose.

So aryway, when| got back home from there, that was the first time |
started writing music. Not very seaiously, but that was the first time
it ocaurred to me to write music. But | never realy took the ideaof
writing music serioudy until | was in cdlege. And there, just by
chance, what hgppened was there was a sudent composers concert at
the end of my freshman yea. At thattime | decided to show a few
people something I'd written, a little atonal fuguefor piano aboutone
minute long, which I'd never had the newve to show to anyone And
everyone liked it there and prised it and just geting that prase at
that paticular time was enough b make me realize that that was what
I'd bedoing for the rest of my life.

DELLAIRA: You finished Haverford as a musc mgjor, and then?

GERBER: Actually, | spent my junior year at Columbia, but | was
not really hagpy living in New York a that time so | went back to
Haverford. | studied compostion & Columbia with Harvey
Solberger and | studied music history and theory. And then | went
directly to Princeton, which | went to mostly because | wanted to
study theory and analysis. | was quite arogant at the time and
thought | was dready a ©mpose and didn't need to swudy
compostion with anyone | did think | hadn't had enough heory and
anaysis and hope to get a lot of that there. And beng in Princeton
had its advantages; asl sg, they let you done | hal lots of freetime
just to write nusic and to sperd as nuch time & | wanted in the
music library listening b music and pbying soreson the piano, 0
that's bascdly what | did.

DELLAIRA: And you wee finished there by 1973.
GERBER: Yesah, | wasthere from'69 b '73.
DELLAIRA: And you ®rt of just started composng.
GERBER: Well, continued composng, yeah!

DELLAIRA: | didn'tmean that | meant you gsarted to make a life
asa composer rather than as a student composer.

GERBER: Yeah, thats onething | was totally unpepared for by
Princeton. Not only did no onegive you the dightes ideaasto how
you oould make a career as a compose, but at least for me, they
aways made me fed somehow there was something demeaning
abouttrying  get yourmusic played or wanting to have areputation.
And it took me many years to get ove that which is probely my
fault more than theirs, but nevertheless that was a problem for me.

DELLAIRA: So ae you sging ten that you kept a low profile, or
maybe another way to putit is that you ddn't push yourself for some
period of ime beause of the residueleft from Princeton?

GERBER: Yeah, and aso my own shyness and just my
incompetence d being politi cal in the way that you have to in order
to ge yourmusic played.

DELLIARA: So whachangdl it?

GERBER: | gues what changd it was, first | moved to New York,
which akeady meant | had a lot more contad with composers and
peformers and started getting my music played there. Before that |
lived in Conneticut a couple yeas and pent oneyear sbroad. Once
I moved to New York it was easer to make contacts. And then for
many yearsin New York | was really looking for a managerand hal
several who weren't able to hdp me very much and ten finaly this
Russian cousih of mine cane along and mede himself my manager
without aking beeuse he fell in love with my music and beanme
very close to me personally. So that's really what helped my career a
lot. It'scertainly noting | could have donemysédf.



DELLAIRA: This may be a unfair quesion, but do you hink you
would have written in the same quantity and te same kind of music
had, that notocairred? You know if your cousn had notbeen there
to kick sart acaeer.

GERBER: I'm sure | would nothave written the same pieces | don't
think | would have written a series of concetos if | had not had
people to write them for. | don't know what | would've written
instead. | suppo® | would've written more chamber music rather
than orchestra music. Very had to sg. | cetainly don'tfeel that
what I've written is so inevitable that | wouldn't be nfluenced by
samething lik e that

DELLAIRA: | do know that thoughyou aen't officially a teader,
you doenjoy talking © young omposrs. Is thereanything that you
tell them, or wishto tell them?

GERBER: | don'tthink most composes reaize how difficult it is to

write music. I'vefelt for along ime that most music being written is
too gib, full of too many nots, in many cases o dense, notthought
through eéough - it'svely facile. It'svely eay to putnoesdown on
pape and neke them look impressive and gé¢ somebody willing to

put in all the time ard effort to perform it. | think it's tao easy. |

guess thats oneof the reaons hat | fed when I'm writing a pece
that it's important to know what I'm doing from memory. That might

be patly becausemy music is not as dense and mmplex as most

people, but | generdly find tat when I'm writing axd | can't
memorizeit or have alot of difficulty there is probaly some lack of

profilein it. One d the things that really struck me when!| wasin my

late teens was how much 20th-century music didn't seem to make
sense to me. | focused on the pitchesand alot of it seemed to have
very little charader, very little sense atmost theremight be a cernin

condstency, but nothing nore beyond hat. It seened very puzding

to me. | couldn't really undestand why people would put things
down on paer that didn't seen to make much sense Later | reaized

from studying with IJm Randal at Princeton, it wasn't justaquesion

of the hamony. | thoughtof it in terms of hamonic coheence and |

remember discussing this with him and he sad that harmonic

cohaenceisn't something a pieceof music either possese or doesn't
posess Firgt of al there ae al kinds of gradations degrees of

cohaence and scond ofdl it wasn't just a question of hamony, but
everything that goes into the making of the music, whether it hasto

do with rhythm and phesing aad everything dse So hat sort of

refined for me the @nception of what it was that | was missng.

Even now it often seems puzing. I'll pick upabund of soresfrom

the library for example, or tapes whatever, and | just don't g it.

Maybe this explains why ome of the music | wrote when | was

youngis alot denser and nmore complex than what I'm writing now |

wrote a big piano tio when | was 19, a very romantic, kind of an

expressionist piece which | sill fed very close to, but | remember |

thoughtthere were pats of it that weren't sufficiently controlled for

my taste. | felt anea to paredown what | was doing and just have a
serse d being more in control of all the material. As a resut, ever
since then, my music hes terded to be a la sparer. A lot more

restrained. A friend of mine, Joel Sube, was looking ata sare of

mine recently said every page of it exuded restraint. And | guess

that's almost bemme an aeshetic with me even though Ilike music

that is vely expressve, vely out front emotiondly, and | hopethat

mineis, and ye technicdly | think it is extremely regrained.

DELLAIRA: | oncehead a composr make disparaging remarks
about another composer A third composercame to herdefense, and
said this composerhas spent the beter part of her life composng
music and just for that fad alone,she should begiven alot of credit.

And | often think that there are really a lot of composers, a lat of
music beng written, and | can sag, aimost the opposte -- thatit's not
easy to write music. It's ceatainly not easy to have a caeer as a
compogr. Tha someone has to be ateady fairly talented to even
condder thatas a hing  do in life. So do youhink --

GERBER: Well, you crtainly have to know a lot a&bout music to
write music at dl. | can't redly answer the question whether you
deserve credt simply for writing music. You cetainly deserve
sympathy and it is had to make a caeg and nmy heart goesout to
anyone who wents to be a composr. | find in genea, most
compogrs | know are redly nice people, really bright really
articulate. And often more of their intelligence, more of the things
that are interesting éoutthem, come through when you're talking to
them than come throughin their music.

DELLAIRA: Would you notsa that that is probably true of any
certury or decade?

GERBER: Oh, adsolutdy. And it's true of some great composes
that had minor pieees hat sort of sound Ike genelic examplesof the
style withoutmuch individualty.

DELLAIRA: So doyou think then, do you think it's too esy to be a
compogr? That the societal mechanism that one has to go through
allows one to be a composer before, let's sayin a dfferert time and
place theyd be weeded out? O encouraged to do samething else
with their lif €?

GERBER: | don'tthink we getas good taining as composes did in
the past for sure. I'm not sure aboutthe 21st century becausethereis
such alack of a common languaye, there is even a lack of just an
ability to make judgnents on he most basc things that people can
agree on. | think there is a lot of good nusic that could easily go
completely forgotten. | could name lots of recent pieces that | think
are among te best that hadly anyone knows or cares about I've
mentioned afew ealier. For example Eal Kim was a very good
compoger. Sone of his works | admire very much. | don'tknow if
that mears it will suvive.

DELLAIRA: Why do you hink Kim, and ohe music you like
doesn't getnoticed, epedaly if it hasquality?

GERBER: If you wite music that doesn't useweird soundsor is not
drasticdly new in oneway or another, people are gpt notto notice it
as much. One thing that I've be@ curiousto notice, and tat | have
mixed feeling @out is that atleag with my recent music, the people
who sem to respond b it the most seem to be people who ae notbig
fans of contemporay music. And they tend o be people like me who
are skeptical of most contemporay music, not anti-20th century
music, certainly not anti-contemporay music, but people who don't
have the &titude that a lot of composers and critics b that there are a
huge number of composrs around who ae just writing fantastic
music, one piee after another. | think that some critics are more
advoates for contemporary music than real critics of it. Thee are
certain composers they love ard will praise every piece by, will never
write anything ciitical of that composerand to me that is a sign tat
they just don't have a vely disaiminating ea. | think the hadest
thing @outwriting music, is, assuming you ha&e a certain anount of
craft, the hardest thing is to be objedive about your own work. |
think that's incredbly difficult. And | agree wth T.S. Eliot, that
nobod/ can realy know whether their work has any ultimate value.
It's justimpossible to bethat objective outyour own work.



Concert Revews

A LaKazan(ll)

ANTON ROVNER

EuropeAsia Conemporary Music Festival. April 14, 2000,Kazan,
Russa A report onthe April 16 afternoon oncett.

The April 16 oncet at the Menzhinky Culture Housestarted with
Renat EnikeyeV's Elegy for cdlo and piano, which was peformed by
Larisa Maslova and Ekderina Balandina This was a traditiond,
neoromantic piece, resembling Shogskovich, slow and eegiac in
mood with thick, tonal hamoniesand amoderately dramatic, lyricd
mood.

Dopdbelichtung Selensturze ("Double storms of the soul"), by Karl
Wieland Kurtz, was peformed by trumpeter Lutz Mandler. Thework
was a tragicomical pottrayal of a suffering down, who continuousy
comes p with disaster and failure. It was anathematic, avart-garde
piece, with an oveal emotionally dramatic mood and abig vaiety of
contrasting exturesand extended techniques, including plying in the
mouthpiece separately, creatng a whistling und, stamping feet,
breahing axd snging into the trumpet (in oneplace even coughing
into the trumpet). In one place the player bent down and plyed
noises sounding like gagling, or worse.

Arne Nordheim's Flashes for bayan (Russian aaordion), played by
Ivan Ergiev, tarted with one solitary note, which gradualy incressed
and deceasdl in volume. This was followed by an unaccompanied
melody, ultimately joined by goradic acompaniment. An aond,
avant-garde pece, it was very abstract ard athematic with many
disunct soundsbut with an overll condse, dramatic mood, written
very tastefully and with grea mastery.

In Se& Senery (1996) by Segel Berinky, Ergiev was joined by
violinist Elena Ergiev. The work was a moderaely tond, lyrically
exquisite, and desaiptively colorful, with very elaborae textures,
featuring a gret anountof repeded sejuences

Alexander Vustin's Piano Tio (performed by violinis Rustem
Abiazov, cellist Irina Lapteva, and pinist Julia Blinova) was a vely
serioussounding piece with a modeate avant-garde dant combined
with more pronounedly neoclassical techniques. The work
demongrated an oveall phiosophicd mood with somber textures
and a combination of bugy, gporalic movement with reseved,
withdravn moods It included ome typical Romentic piano ftio
gestures- long, broad linesfor the two gring instruments ove busy,
arpeggiated texturesin the gano. Towards the erd the rmusic became
very dow with sparse somber textures and featured the musicians
doing ©sme whispering, intermingled with a few sporadic loud and
sharp sounds The music ended with a loud odave, reembling a
"tonic," which was dissonant in the context of the atonal music,
preceding t.

Hyperion's Tunble, by David Clark Little, was an extravagant
electronic piee with effects including a @mbination of randomand
arranged musicd arpeggiatons, meant to depict the rotation and
revolution ofthe Uranian moon Hyperion. It was avely abstrad and
cerebral work, featuring a lot of sporadic computer sounds
juxtaposng long and short duratons. The music was accompanied
by intereding dides showing very colorful abstract paintings
shapes and designs

Anothe dectronic work, Ralik Sdimov's threemovement
Electronic Frescos (for basoon, percussion, and tepe) was very
theatrical, combining Middle Eastern-ounding folk music and avant
gade technique with rock effects, epedally in the loud pecusson
pat. The thearical elements of the piece included video and snoke.

The Allen Cohen To the New Life, performed by the Lumina String
Quartet, proved a large-scale damatic work, which successfully
melded a subtle neoromanticism, atnd textures and a blithe
neodasscal rhythmic agility.

Sient Odalisque, by Lepo Sunera, was peformed by flutist
Vladidav Zakhawov. This was vely effective, colorful, and
expressive music, combining tonal harmonies with an a@bundance of
extended techniques

Ilgam Baitiryak's Cycle Races, peformed by the piano duo ofdulia
Blinovaand Violina Blinova was a rather traditiond, academic type
of neoromantic piece with a boisterous dramatc characer.

Anothe interesting work, Mutako (Cranes) by Samel Sapo, was
given by Kakujo Nakegawa on he biwa and Akikazu Nakamura on
the sukukhai. This was vely quiet and ddicae, pointillist music,
which was bardy audible. It started with the biwa playing what
soundel like extremely Western avant-gaide type of music. After a
while, the sukukhai entered with its froggy ®und,playing extremely
dow and ft material. One could sense that time itsdf had become
extended. Towards the second hdf of the piece the music switched
from avart-garde techiques to more mainstream tradtiona music.

The last pieee was Bosch Triptych (for four rombones, prepared
piano, and pecusson), by Leonid Lubovky, dedicated to the 550h
anniversay of the gret panter. The work, essentidly tond in
hamonic languaye, started with a trombone solo, after which the
other trombones and the percussion joined in, playing fanfare
flourishesin Lydian mode remotely resembling renassance music.
Later the piano and tiangle joined, dtogeher produdng a very
colorful, descriptive, pctorid music. There wes plenty of
contrapun@l and timbral interplay between the instrumental textures.
The compostion freely osdllated between loud, military soundsand
soft, deicae ones

Cogan and &ot Tie in Excellence

DAVID CLEARY

Conpostions by Robe Cogan and Pozz Escot. Octobe 30, 2001,
Jordan Hall, New England Consevatory, Bosbn, MA.



Husband axd wife composes Robet Cogan and Pozi Esot are
unusud in Bogon nav music cdircles, having for many decadesnow
been the standad beaers for the highly experimentalist aeshetic
desaibed in music history bookslike David Copés New Directions
in Music. Even within this ethos however, Cogan and Esot put a
personal imprint on the music they produe; being the authors of the
book Smic Design, it's no suprise that attention to timbre is
paamount

Cogan's two <lecions this evening dearly demongrate these
conems. Neither Utterances (2001 vesion) for solo voice nor
Conexts/Memories, Verson C (2000) for two pianos are finite,
finished bengs butrather open-ended, malleable concepts that appea
in many vesons for vaiied sorings—all equaly viable—and ae
subjed to infinite modification ove the years as the composersee
fit. In this sense they are utterly oppo®d to the Western concept of
the sé-in-stone masterpiece. Color is carefully considered in both
works. Contexts exhibits aliking for pedding effects, sympatheically
vibrating pitches and atention o having the two pianos sippot each
other sonicdly (sometimes in echo-like fashion, sometimes not),
while Utterances employs a vaied grab bag of extended voice
techniques; the latter entry in fad displays notable similarity in sound
to Berio’s 1960's compostionsfor Cathy Belberian. Thevocal piece
further shows a fasination with structure asa fluid, Calder-mobile
entity, beng a sees of events that can be arranged in any oder.
Both sglectionsboast awell-hona earfor melodic gesure expresed
in adisonantly dramatic way. Their only weakness a lack of larger
architedura sense is to be expected given Coga's philosophy of
compostion; oneeither likesthe looseess or does't (your reviewer
remains sleptical).

The two E<ot piees head how a gg of neady twenty yeas in
compostion dde. The older of these, a Piano Conerto (1982) is a
classic exanple of what Copecdls a “sound nass” entry, its three
movements conskting of different takes on dexse sonic thickets that
occssiondly sugges Pendeecki. Here, no member of the
aaccomparying chamber orchestra (scored for flutes, clarinets, and
trumpes in pars as well as strings sans baseg plays with any other
member—and nealy al play throughout While the work is able to
adeptly ddineate basc contrading noods(resigned, forceful, and in
between) within the sound mass idea, one mises a sense of linea
distinction in the music. And the piano ©metimes ges lost in the
ensamble textures. Sonah for Sob Cdlo (2000) proves more
swceessful. Escot's melodic material here, while granitic, speaks
compellingly, exhibiting able colorist writing. The nusic gives
careful thoughtto employment of intervals over the course of its
duration. And gructure is not neglected, either: for example, the
opening novement dternates sections of odave-derived material
with moreinvolved linea figures suggesing asmall rondo brmat

Two slectionsby ohe composes were encounered aswell. With
its second and third movements made up of ovetays on the music of
the preceding movement, Raph Shaey's Lul-la-by Il (2001) -- for
soprano, flautist (doubing dto and bas flute), and plybad -- hasits
formal integrity built rightin. And despite its dsonant Eas Coast
approad (feauring some high vocé noteson ungateful vowels) and
gradudly thickening txtures the music unanbiguousy projeds a
warm, friendly fed. Roge Sesdonss solo piano piee From My
Diary (1939)puts forth its compose's unique take on Shoenbegian
expressionist disquietude the heay presence of thirds and pefed
fourths in the discordant texturesimparting a sonic dant that is more
American than Viemese. These ricely turned charader miniatures
wearwell on repeated hearings.

Paformances were top-shelf fine. Sopeno Dban Hellers voice
exhibited a stunningly wide pitch range extraordinary agility, and
solid diction; hersound quéity was a model of multihued excdlence.
Randdl Hodgkinson's playing of the Sessonsand Esot's Conerto
was first-rate, feauring dean finge work and atone that showed
much subtiety of shading. Duo pianists Jung-Mi Leeand bn Skata
matched Hodgkinson's splendid technique and biought a nice sense
of ensamble playing © the table, but put forth arather consstently
clangomous tone qudity. Matthias Truningefs presentation from
memory) of the cello smnata, with its sersitive melodic scupting,
focused intonaton, and glendid ound, was highly praseworthy.
And Olando Céa did able doubk duty &s flute player and condudor
of the Soria Chamber Players.

Alea V

DAVID CLEARY

Alealll. November 5, Tsai Peformance Center, Bosbn University,
Bogon, MA.

Webser’s Dictionary ddfines"quatet' in pat as“a compostion for
four voices a four instruments.” The erities that can comprise swch
a foursome, however, can be widely varied, as thke nost recert Alea
Il concert demonstrated  No composer settled for stardard
configuraionssuch as sting quatet or piano quatet.

Peahaps the most unusial scoring was encounered in Manolis
Kalomiriss Quartetto quas una Fanésia (1921, rev. 1954) Here
Debusy’s fluteviola-hap trio takes on ax Engish hon patne.
Debusy-oriented, too, is the work's modatbase tondity, nebulous
sense of hamonic progresson, and taditiond forms casually
articulated. But style-study land is avoided through ug of sinuous
melodic figurdions relolent of Rimsky-Korsakov that coexist
suprisingly well within the piece's erergetic, at times mildly
Bartokian folksy framework. Tho® who phy the aorementioned
Debusy sdection will find thisintriguing quatet worth exploring.

Flute (doubing ato flute), bassclarinet, peraission, and piano
comprise the orchedration o Alexandros Kalogeass Quartet
(Proimion from Anax Apolon). Its dramatic, sanetimes argry
manna of speech and well-etched sense of melodic line make for
compelling listening, asdoes the work’s ably bdanced small-rondo-
deived arditecture. In shott, fine stuff.

The title Catch (1991) by Thones Ades refers not to the bavdy
baoquevocal genre butrather to the thedrical concet of the piecés
ondage piano tio first enticing axd ten ensnaring an elusve
ambulatory darinetist.  According © the program notes ciitic
Andrew Poter charaderizes the work as "a good ntrodudion to
[Adéss| deftnes, his fancy, his ear." Sadly, your reviewer cannot
muster like erthusiasm Linear material here lacks personality and
condstency, while the compostion's hamonic languaye, veeling
peiodically into triadic idioms from a prevailingly disonant
basdine, seens arbitrarily handled. And ro sense of structure, other
than that imposel from without by extramusica condderations is
appaent. Condutor Theodore Antoniou drev sympathdic,
committed performances of the dove treefrom his charges Specia
citation goe to Kathleen Boyd fflautist in the Kalogeag and Gary
Gorczyca (clarinetist in the Adeés, bass clarinetist in the Kalogeras)
for their accomplished playing.



The extraordinary concertration-camp circumstances behind Olivier
Mesdaerls credion of Quatuor pour la fin du mps as well as its
wide adopton by peformers and aidience members aike have well-
nigh endeed the work above criticism by now This reviewer
admits to posessng sgnificant resavations about the piee (its
rather nonheavenly length conjuring up adisparaging Quartet Til
the End of Time), but canot deny this selection's sincerity and
evocative power -- paticularly in the splendid finale -- as well asdeft
cyclic usaje of phrases and nmotives. At its best, asin the bubby
"Interméde” or the ulful fifth movement warmly given by cdlist
Caol Ou and pinist Kongantinos Pgadakis, the performance head
here pleased gredly. But other pats went less well, such as the
treacherous octavesonly "Danse de la fureur' (which exhibited
peiodic ragged ensemble atacks and doubtul intonaion) and the
last movenent (which suffered a timesfrom pooty bdanced piano
chords and neelesdy forceful violin playing). David Martins
(clarined) and Krista Buckland Resgner (violin) roundel outthe roster
of Messaen paformers.

Regadless of the circumstances, it proved enjoyable to see just how
widdy varied a quatet's makeup @n be And te best apeds of
peformance and piee excounered made the trip worthwhile.
Receivedwith tharks.

Lyric and Resuecion

DAVID CLEARY

Bodgon Lyric Opera pesaits Tod Machova's Resurection.
November 7, Shuber Theatre, Bosbn, MA. Through November 20.
Reviewed November 16.

Resurrection by TodMachove, commissioned by he Houdon Grand
Opera and premiered by hat group in 1999, received its Eag Coast
debut recently. Judging from the November 16 peformance this
adaptation of Leo Tolstoy’'s novel is an effective piee of siage
entertainmert.

Machove’s basdine nenner of text sdting deives utimately from
modds such as Richard Wagner, the prevailing approac being what
Rey M. Longyear calls a “quasi-melodiousredtative &in to arioso”
In other words, one heas ndther an oveal effusive hypermelodic
approad nor the shamply ddined redtative-aia differentiaion of
nunbe opea Neverthdess, s pieces of a sort do energe from the
prevailing fabric a times, resulting in some of the work’s most
memorable moments. These include Katusha's extended lo in
lullaby mode from Act Two as well as a pair of Act | ersemble
pieces a dud betveen Nekhlyudov and Missy and alater occurring
sextet. Theselast two, as do nost of the ensembles here show an
effective simultaneaus delinedion of contrasting charaders. In fact,
voca writing in generd is vely effective (there's no high howingon
bad vowels, for example); the only quibble is the composer's curious
insistence on stting obesive, if often aymmetric repetition of text
fragments during ara-like ertities that comes df to this reviewer as
seeming a kit forced The achedra uilized is just below standard
size, augmented with three dectric keyboad players; while not
wildly colorful as arule, the accompaniments areboth suppotive and
effective. Mention ha been made in the locd pres aboutthis being a
triadic work, butin fact the hamonic languaye shows a good bt of
variety, ranging from lighty coudel funcional tondity to grittier
verticds, abbet still groundel in a bnalethos

Machove often saves his cleaeq triadic pasages for the expression
of noble sentiments, as at the oper’s close The structure of scenes
and quai-sd-pieces, while not deived from stndad modds,
possesses a sdid serse o intuitive balance. Dramatically, the work is
clear and unblds cogently, with the flashbadk saenes in Act One
logically integratedinto the narrative flow.

Much about the podudion merits high prise The singing for the
most pat was of extremely high cdiber. Both primary leads, batitone
Caleton Chanbe's and mezzo-soprano Chistine Abraham, filled the
hdl with luscious substantial sound ¢ock solid from botom to top of
the range and first-rate diction. And they could act, too; their fed for
stage deportment was stong ndeeal. Of the suppoting cas one
should postively cite Harold Gray Meers's keerly projecting tenor
voice and bas Derrick Pakers able singing axd range of
charaderization in his three roles. Kerri Marchinko’'s vocds
unfortungely contained peiodic pitch inseawrity and a wobbly
vibrato, but he sense of comic charaderizaion & Misg was spot-
on. David Fdtnea’s chomus sang with a well-blended tone and <lid
enundation. Condutor ChiistopherLarkin, while doing agood pb
steering the ensambl e through he score’s ©metimes tricky rhythmic
complexities, regettably alowed the archedra to overwhelm the
singes on s&erd occaions Simon Higlet’s costumes were
splendid, capturing te peiod well and mntaining ax excdlent eye
for detail, whether dressng the charaders in polished finery or
shabby gjudor. Se¢ desgner Ethard Ronis surrounding of fin de
siede furnishings within angular modenist framing grids seened odd
at first but made sense in retrosped, mirroring te off-kilter injustices
ddineated in the pbt; his evocaton of Siberian wastes was econonic
and tlling. Leon Major's staging deseves kudosfor its confident
handling of complex crowdsand snooth scae changes

Loca premieres of big pieceslike this one should be major events,
and boh Machove and the Lyric Opera should be congtatulated for
coming up stong tis evening.

Just Do It Again

DAVID CLEARY

Just in Time Conposes and Phyers. November 9, Follen Church,
Lexington, MA.

Tho® hearty eders anong usare intimately familiar with the concept
of “semnds—treding onadf to an encore hdping of eah dish on
the table. The rewest installment from the Jwst in Time Composers
and Phyers showed three of its four participants indulging in the
concert pardlel to this phenomenon, presenting wo seés ead of
music on the grogram It ultimately resutedin one of this cdlective’'s
most enjoyable eveningsin recent memory.

Eclipsewas te first of Hayg Boyaljian's entries to be heard, a fine
singlemovenent piee for cdlo/contrabas duet While one might
expect to encouner lugubious, moumful writing in such a
combination (and onedoes egpedally at the outset), the compose
carefully coaxes a tbroad range of effective colors from what same
might consider a palette with limitations. Architecturally, the work is
both unusid and @nvindng, utilizing aconstuct built upon apar of
contrasting themes that avoids reference to sonaa context. The
Axiom Duo Emmanud Feldman, cello, and Pa&cde Delache
Fddman, bass) paformed with an ided mix of ensanble senstivity
and soloist flair.



Boyadjian, like al grandpaents, is proud ofhis children’s children --
but unlike nost, derives effective musical inspration from them.
Two sds of piano compositions, Nicks 1-6 and aseies of Odessas,
are the resut. The former are tiny gems, concertrated yet not
Webem-like, that spe& fluidly. Eight Odessas exist as of this
writing, and the newest two followed; thesear meaty, subsantial
charader pieces more involved than the Nicks. All make for first-rate
listening. Karine Bagdasrian played them well.

Bagdasaian returned to give solid renditions of three modest-
duration piano nunbers by Panela J. Marshal -- evocaive selections
that are anong he best her oauvre has © offer. Sonp is a bouncy,
irresgtible study in jagged dancerhythms that catches its sometimes
reticent compose gleefully kicking outthe windowpanes Despite its
title, Imagine That Time Sops seems aaitely cognizant of unfolding
tempord matters. But this is not to denigrae a piece that finds
interesting ways to flesh out its pointillist generative meterial. The
best o the tiumvirate, Wordless Rayer, is dead-on ftiadic and
artless in the best senseof the word, a simple, low-key, and buding
lament for the victims of Septerrber 11" s terrorist tragedy. Excerpts
from Marshdl’s opeain progress Melete's Quest, proved smewhat
less successul. The vocd writing, whether in solo or dué¢ mode is
idiomatic—but this critic finds the nusic heard here lacking in drama
and ontour. Singes Vaerie Anagasio and Winfield Ford put forth a
sturdy, listenable tone quéity and careful diction, while Karen
Saie’s keyboad accompaniment provided suppot without
swamping.

Mark W. Ros$'s o program entries, New Beginningsin the Late
20th Century ard the wnfortunately titled Fatwa in Carbondde,
effectively tread the line between jazz and classicd idioms. Solo
bre& sectionsocaur in the middlesof both pieces Latin thythms are
heard with frequency (espedally in Fatwa), and the harmonic
languaye is moddly based, thickly stacked uppe tertian. But legit
leanings are encountered in the larger than usua amount of written
out passages and thoughful condderation of form (New Beginnings,
for example, sports a five part constuct that straddles arch, rondo,
and ©nak without obvioudy articulating ay of these possbilities,
thanks in pat to its asymmetric though notlopdded sectiona
durations). And rhythmic complications, such asthe sumbling vanp
that opens New Beginnings provide sgnificant interest Lance Van
Lenten (saxophoneand flute) and Rcssi (piano) plyed with panache
whether extempolizing or reding the sore while basdst Bill
Urmson and dummer Kevin Newton laid down a reliable rhythm
section phtform.

Uniqudy, John Sakissian bdlied up b the provembial baronly once
tonight His Toccata, originaly cast for the unwieldy gmouping of
two-pianosfourleft-hands (just how many budding Leon Flischers
are there, anyway?) was heard in a more pradical sngle-pianofour-
hands (two ead of left and right) version. This tricky little tour de
force is a paindrome and canonic to boot Its strange mix of static
process pasagesand grity disonant sggments, while off-putting at
first, ultimately makes some sense through $ee pesistence of
juxtaposdtion. Sakissian and Sephen Janes were the able presenters.

All in all, this succesful event left your reviewer doing his best
Oliver Twist imperonaton—asking plkae dr, if he might have
somemore.
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The Aesthetics d Ursua

DAVID CLEARY

Music and he Aeshetics of Modemity: Ursula Oppens Piano.
November 10, Pdne Conert Hall, Harvard University, Cambridge,
MA.

This recital proved to bea major focd point a Harvard University’s
weekenddong onference on nodenity in music. For he program,
virtuoo pianist Ursula Oppens juxtaposel dassics by Besthoven
with recent music by wo of the most important icons of this 20th-
century aeshetic.

The three peces heard here by Elliott Carter, Rerounailles, 90+, and
Two Dyversions share ceatain charaderistics. All are of modest
duration Q0+ being the lengthied and nost involved) and mncen

themselves with juxtapodtion of two basic ideas—one béng
nervoudy pointillist, the other slower moving axd nmore grounded.
Caters stoke of genius hee is to crede a trio of works that

demondrate sgnificant vaiiety while still ddineding te sane bast
geneaa concept. In Two Diversions, for example, one encouners a
first movenent in which the pointillist materia tracesjittery circles
around & anchoring bass of slowly unfolding dyatls, followed by a
finale where fragmented shards are at first alternated with stuttering

two-patt counterpoint and then gradudly transform themselves into

one of the strings of this pared-voice texture The sdectionsare al

wondeful listens: tight, clean, bradng, and eloquent.

Along with Cater, Ligei, Martino, and Rech, Luciano Berio falls
within the tiny circle that currertly comprises this critic’'s favorite
elder living composers o the last half-certury; pieces like the
Sinfonia, Points on the Qurve to Find, and the Seuenzas are
mastemworks that will betreasured by meny following generaions of
composers, paformers, and listeners. His single-movement Sonaa
pe pianobrte solo, written in 2001 &ad recaving its U.S. debut this
evening, poseses qudities both wuccesful and not One can
positiv ely cite its tautness d material; anincessartly repeated B-flat
pedd, surroundel first by svarms of thirty-second noesand then by
a climbing sk-note figure, provide the bass for much that follows.
And tacing what hgpens to that pedal pitch proves intriguing—
evenrtually, the B-flat is repeated mandolin fashon ard then alternates
with various subddiary pitches (disappearing at vaious points
altogether) before returning clealy towards the erd. But other
charageristics neel to be mentional too, such as a lack of realily
perceivable large achitecture and a cdossal time span that stretches
the work’s three @ncise building blbocks © the breking point and
beyond.

Oppenss paformances were Smply sensational things of beauty to
expeience. A hugeand ougoing tong flashy and lucid technique,
tasteful pedding, meticulous delineation of idea and voice and a
keen sensttivity to phraseand line were hdlmarks of ha memorable
playing. And in the Cater works and cetain apeds of the Berio,
onefinds the modenist ethos ill to be a vita and viable means of
expression.



Conseivatively Contenporary

DAVID CLEARY

New England Congrvatory Conemporary Ensenble. Novenber 13,
Jordan Hall, New England Consevatory, Bosbn, MA.

Thos who dont think too carefully aoutthe music written duiing
the 20th century may come to a kneejerk condusion tat the
ovewhelming ethos of the peiod was one of expelimentalism,
dissmance, and abstruseress. While it's true that idoms swch as
process music, indeéerminagy, and seralism grabbed heallines, the
fact remains that tond music was written throughoutthe course of
this hunded-year span. With oneexception, tonights concet putthe
spotight on @ntemporaly literature of atriadic bent.

The title Lullabies (1979) by Mark Saya, proves to be chillingly
ironic. While its two songsare low-key entities about very young
children, the youngsers depicted do notawaken from the sumber
engufing them. But surprisingly, this soprano and string quatet
piece is not gim and norbid -- rather, there’s a certain telingly
Mahlerian resgned qudity afoot hee. And the first of these two
selections is epedally toucing and bewutiful, guaanteed to raise
goo® flesh on he back of the neck. In sum, a hghly effective listen.

Also metaphyscal in its subject matter is Olivier Messiaen's small
choral entry Motet: O sacrum convivium (1937) Here, one
encouners tangible proof that this often prolix and quiotic compose
is eminently capable of writing atight, swccinct, well formed piece
low on seriimert and eccentricity. This lovely, perfectly formed
dewdrop ofawork isvery strongly recommended.

Michael Gandolfi’s tonal languaye speds with athick French accent
(think Debussy, Ravel, or Pouknc) in the flute aad piano duo
Gepeto’'s Workshop (1997) Inspired by the Cato Colodi children's
classic Pinocdio, the work manages to be fiendishly virtuosc while
00zng enough eay cham and engaging pesonalty for three pieces-
- no nean trick. The predominant fed is one of perolating energy
(transformed into a nmore shimmering variart in the sdower third
movement).

John Adamss Gnary Butons (1996) for clainet solo and snal
orchegra, is dso chodk-full of panache. While a times exhibiting its
composer’s affinity with folks like Philip Glassand Steve Reich (as
in the repeded piano chord figureof the finak), the work can bes be
desaibed as a n@proces seection, onethat rdieson nore complex
and involved us of patemed material and awider gamut of textures
than, say, Phrygian Gates does. The Achilles heé in this by-and-
large-enjoyable sdection liesin its endings -- or lack thereof -- for
the first two movements.

Lee Hyla was the odd man out this evening. His wind quintet
Amneia Breaks (1990)is curmudgenly disoonant, full of variants on
gritty popiike figures and neterial that sounds like playground
taunting. Tonight was your reviewers second excounter with the
piece, and this time around s gpecial stucturd accomplishment was
perceived, namely a quick sefes of interchanges between fast and
slow music that effectively flesh out an overarching narrative curve
framework. It's yet another fine entry from this compose’s pen.
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Paformances were excdlent across the boad. Conduting dutes
were handled by an expet tag team of John Heiss (in the Saya),
Martin Near (in the Messiaen), and Eric Hewitt (in the Hyla and
Adams). Speial citations $iould be made of Michad Norsworthy's
splendid clarinet playing in Gnarly Butons Anne Carolyn Byrd's
haunting voals in Lullabies, and Alicia DiDonao’s and Alison
d’Amat’s respedive virtuo flute and pino pyotechnics in
Gepeto’'s Workshop. Thanks aso go outto ensemble coordinator
Heiss’'s progranming choices this evening, which reminded us that
much fine tonal music hasbee written overthe pas one hunded
years o so.

Boykan Dinosur Celebration

DAVID CLEARY

Martin Boylan at 70: A Cdebration, with Dinosar Annex.
November 18, First and Seond Chuch, Boston, MA.

Few musical characterizations are nore untrue ard unfair than the
onegating that Eas Coast serid composes uniformly produceadry,
dull, squae ouput Conposes ranging from Babbitt to Berger,
Martino to Mamlok, atest to the wondeful variety and expressive
quality of the genre’'s best exponents. After hearing last night's
Dinosur Annex preentation, one must add te name of Martin
Boykean to the roll call of such worthies

Flume: Fantasy for Clarinet and Pano (1998) is in many ways
typicd of this composels fine recent oufput Here, the listener
encouners a wondefully felicitous and ebquent melodic style
couchad within a hghly dissonant hamonic languaye Despite the
peiodic preence of pointillist textures and agressve moods a
warmly rhapsodic feel prevails. Stucture is carefully ddineaed,
inspired by a traditiond modd but not davishly outlined; hee, a
ternary format containing meny dluring twists is imaginatively
suggested, prefaced by asubgantia introdudion for clarinet solo.
The duo nembers are tregded vay much as equak; the piano pat
contains nealy as much spotlighted material as his woodwind
patner's doe. And the piece is sucdnct, spinning out its bass
figures to a sdisfying durégion—and nota jot more. Clarinetist lan
Greitzer and pianist Dondd Beman played it excdlently, displaying
acute ensamble interaction.

The exremely brief flute sdo City of Gold (1996) originadly meant
to be repeated in circular fashon on tape, seamlesdy folds a few
speda effeds (fluttertongue and key dicks specificaly) into its
fetching linea fabric. The form employed is an intuitive one that
lendsitself well to looped rateraton, returning cleaty to the opening
measires material. SueEllen Hershman-Tcherepnin’s presentation
was limpid pefedion.

While lengthier than the two séections above the Sonaa for Violin
and Pano (1994) never outstays its welcome. Trills and axdogous
gestures are liberlly scatered throughoutthe initid movement and
make congicuous caneo appearaices in the remaining wo. This
latter pair, respectively based on nerch-ike nmotifs and vaiation
procedures, preents imaginative wrinkles on hes hoay concets.
Berman was teamed with violinist Cyrus Severs to spendid effect;
the performancewas boh warm and well consdered.



Edogue(1991) the oldeg pieceappearing on he progran, is scored
for the novel quintet of flute, hom, viola, cello, and piano. It proves
to be nore Popge than Pan, containing surprisingly musaular music
for awork with movement titlessuch as "Pastora e’ and "Nodurne"--
in this sense a puzding listen. But the unusid instrumentation is
ably handled and the piece’s oveaal sense of bdance is sound.
Condutor Sott Wheeler coaxed forth a sure-footed and ugently
committed rendition from his charges.

In brief, this 70th-birthday celebration mncet confirmed Boykar's
status as a most worthy exponent of Atlantic shore dodeghont
writing. Well done ndeel.

Merrill Schulte

DAVID CLEARY

The Merrill Redtal: Rolf Schulte, Violin. November 29, John
Knowles Paine Hall, Harvard University, Cambridge, MA.

Most in the catenporary music world are familiar with the concept
of the performer who is a “new music spedalist” He's the fellow
who @n acaraey it forth a gattering of digunct notes but
somehow can’t string together a Romantic period four-bar phrag o
it makesany cogent sene. He's the phyer who reaally knows howto
put forth a zhge of a sbrzando n Xenakis butplays acents in a
Haydn gring quatet with the sane crunching attack. Any listener
who may have thoughtto tag violinist Rolf Schulte with this label
(and any implications thereof) would hase found no bsis in fact to
do ® d&ter heaing his most recent Merrill Redta a Harvad
University. Schulte this evening sgit his presertation everly between
recert East Coad ertries ard ealy 20th-certury classics to excdlent
effect

As one might guess the violin/piano duolLittle Goes alLong \Way
(2001) by Milton Babbitt, is a stalwart exanple of American
seridism. No sbpping the presses with that obsevation, of coure --
but onedoes find aunique perond stamp afixed to this modeate
length work’s sound world. Babbitt takes the title literally heae; rather
than puting forth a rapidly spinning congelaton of pitches he
imbues the textures with a generous sprinkling of repeatd notes
(both immediately one afer the oterand in slightly larger structurd
ways), impaitting within his style a certain feel for leisurdy discourse.
And while your reviewer was not able to gppreéhend te piece’s six
large blocks desaibed in the piogram notes, hedid hea a mid-evel
sense of gnall section interadion, enjoyably transparent textures and
felicitous manner of local seed. It's a sdection well worth
experiencing severa times over.

Mario Davidovky’s Synchronisms saies renains an aesthetic gold
standad for live instrument compostions baded by dectronic
sound. His Synchronisms No. 9 (1988) for violin and tape is an
excellert listen that expertly paces slower moving material (often
exploring high register sonics) with jumpy flourishes of notes that
tend o gan the uppe hand & the work unfolds These juxtaposel
items nicely coexist within a larger framework that loosely possesses
narrative curve properties
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Judging from the two solo violin selectionsheard hee, Elliott Carter
has no intention of dowing down his compostion rate sinceturning
ninety. Both Statement -- Remembering Aaion (1999)and Rhapsdic
Musings (2000) pieces written respectively in honor of Aaron
Copland and Robet Mann, are biief, tidy delghts aresting in
gesture. While both exhibit a endency to dternate ougoing bvura
music with contrasting neterial of dther afiligreeor smoothly linea
naure, the paéng and arangement of said buiding bbdks is
different in eah work. And while a craggy ound world
predominates Carter leavens his Coplnd honage with open fifths
and triadic sretches while filling the Mann tribute with a soggeb
cavatto daived D-E mgjor seond. Briefly put there’'s no way the
pieces can be mistaken for each other despte their similarities
Schulte (excdlently suppoted by James Winn in the Babbitt)
peformed themall with a wondeaful mix of acairacy and @andon.

The more traditiond end of the recital went equdly well. Like many
of his works, Leos Janacek’s splendid Sonaa for Violin and Pano
(191321) follows acraggy muse that sometimes prizesddinedion of
idea overidiomatic instrumental writing. Schulte and Winn never let
the avkwardnessof Janacék’s gestures show unduly, making sure the
inspred musica statement embedded within comes tothe fore.

And teir presentation of Claude Debussy’s fine Sonaa for Violin
and Pano (1916-17) was solidly correct yet contained al the
Impressionist atention to color and gesure one could ask for, an
obsrvation that gpplied equaly to their encore entry, Maurice
Ravel’sBerceuse sur le nomde Gabriel Fauré(1922)

With his full tone, focused finge technique, sturdy bow arm, well-
ddineated ense of line, and larger feel for seciond pacing, one
simply cannot pigeonhok Schulte into the “new music gecialist’
cubbyhok. Raher, hés a glendid dl amund peformer who phys
the most current pieces out there with the sarre flair and sensitivity he
applies to the older giants of the literature. Bravos go © him and
Winn for a wondeful evening of music making.

Schwatz Tribute

DAVID CLEARY

The Harvard University Wind Engmble preents A Tribute to Elli ott
Schwartz. December 1, Lowell Hall, Harvard University,
Cambiridge, MA.

Harvard University is arguably the pemiere institution of higher
learning in the United States. It's a sde bet that nost folks cansider
the college a major produce of world class atorneys, physcians
sdentists, and captains d commerce -- ard rightly sa But despte the
fact that there areno undegraduat music mgors per se one aso
finds a host of cgable sudent ensambles on @mpus Three such
groups joined forcesthis evening b pregnt a concet in honor of
Maine-based composerElliott Schwartz. All butoneof his pieces on
the concet had been written this yea, in a few cases bang given
baely after theink hal dried on he pae.

The oldest sekction, Aerie (1983) for flute ensamble, is a low-key
and lusdous déight It takes full adventage of this instument’s
tendency to sound warm and snuousin a group stting while
imparting a good enseof drana and dape to the music—this is a
piece with peasondity as well as sensual gppead. Timothy Ledlie
directed the Harvard Hute Ensenble in a houghful presentation.



Schwartz took © the piano in tandem with the Harvard Saxophme
Quartet to present Hall of Mirrors. This diffuseyet chaming piece
condsts of a group of darader movements culminating in a
subdantia variation set closer Whether in fag or sbw tempo, the
music invaiably posgs®es an ingraiating thythmic vigor. And the
fifth movement, “Chorde with Interruptions” exhibits a deightfully
goofy senseof hunor, finding pogresively more outandish ways to
foil its rather ovaripe chorale (finally resorting © playing boombox
radios ala Cage and haring wo of the sax players honk noesinto the
open piano lid). Theperformancewas a solid one.

TheHarvard Wind Ensenble in variousconfiguraions(augmented in
one work by gudents from Sdcwartz’s home base of Bowdoin
College) took enter stage for everything ese. Its three herald
trumpet players (Nikhil Kacker, Ben Mathis-Lilley, Karl Procacdni)
gave Downeast Fanfare a hghly acomplished, nealy polished
rendition - the bed head in the concet.. This brief but telling
selection cgpably juggles commanding gestures march like snatches,
snarling fluttertongue material, and nooding dromatic “traveling
music” (given while the players nove about the sige) into a witty
whole. Its compose’s solution © puting in and removing nutes
from these beyondarm’slength trumpets -- each player mutes his
neghborand later rdieson aidience hepers -- is clever and aldsto
the fun.

The two movenents comprising Tribute, for clarinet choir and
percussion, show strong @ntast Its opener is quiet and uneasy,
based piimaiily on a moumful bas clarinet line, while the finale
exudes a cdebratory fullness, floating in and out of tonaland aonal
harmonies with ea®. Your reviewer liked eat movement but found
it hard to tell howthe pair related to ead otherbeyond orchedraton.

Rain Forest with Birds drew on he whole ensamble, augmented by
four sdoists, three payers amed with prerecaded CD's, two
directors (one to give cues, the other to delineae time incremerts),
the composer at the piano, and a vag amy of perassionists. It
bristles with everything butthe provetial kitchen snk; birdcals and
famous instrumental evocaions of them, snatches of music by
everyonefrom Chatie Pakerto Rapbh Vaughar Williams to William
Byrd, even allusions to other sdections from Scwartz's oauvre
appear. But degite dl this -- and its high indeerminagy quotent --
the piee hangs bgeher well, relying on vaious sgnposs (such as
the carefully placed appearance of sdoists and the clock like return
of chimes mssages at the gart of each minute) to tie tagether its
disparate elemernts. Thomas G Everett and Nathaniel H. Dickey
condudced with energy and obvbussympathy for Schwartz's work.

Theensemble soundel shy in the first movement of Tribute, but more
confident elsewhere including presentations of two Vaugha
Williams pieces Toccaa MarZzale (1924)and Scherzo Alla Marcia
(1956)from the Eighth Symphony

Bravos go © Schwartz for produdng a stong aray of pieces And
kudos are due the evening’s pefformers for demongrating tat
Harvard is more than budding dodors, lawvyers, and indugry chiefs.

Maverick Awakenings

DAVID L. BARRY

The Sar Francism Synphony, Michagl Tilson Thonas conduding,
peforms Monteverdi's Sonad <pra “Sanda Maria,” Berio’'s
Epiphankes, Scelsi's | presagi, and Respighi's Ronan Festivals.
December 6, DaviesSynphony Hil, Sax Francisco, CA

The San Francism Synphony, Michagl Tilson Thonas conduding,
in Brant’s Ice FHeld, Varésés Deseats, Piazdla's Tangap, and Villa
Loboss Chéros No. 10. December 8, Davies Synphony Hill, San
Francism, CA. Through December 12. Reviewed Decenber 12.

Michael Tilson Thomas continued melding dissimilar works under
the rubric “mavericks” li fted from his exlier festival in June. The
two December programs presented works by compo<ers labeled as
Italian and “Pan-American” mavericks, respectively. Leavng the
merits of this marketing strategy adde, this review will concertrate
on tho< offeringswhich could broadly be conddered contermporary,
if not creaionsof the twenty-first century.

Luciano Bero's Epiphanks, for female voice and orchestra (1991;
earlier versons 195965), confronts one with intense and @mplex
statements of a musical languagye compounde from vintage
modenist techniquesbut often evoking te sensuouses if not the
lyricism of ealier musics. The eleven sections of the work contrast
broad, cantankerous and frequently loud ortegral material with
thoe of the singe, on &xts by Poug, Machado, Joyce Saguinetti,
Claude Simon, and Brecht. These range from the political to the
erotic in subjed matter. The title appaently refers to Joycés
conception of pesonal epiphanies. Although no piphaniesaremade
explicit through he texts of this work, such moments of inward
awakening might coneivably ovetake the listener desply engaged
with the camplexity of this music. Sopramo Lauren Flarnigan
negotiated the odave displaceaments, the high sistained tones and
extended voca techniques with almost frightening ill. Epiphanies
is for those who relish having their sensibilities stetched and their
assumptions dallenged by awork of art.

| presagi (The Omens, 1958) by Gadnto Scelsi, laments musically
the passng of Mayan aulture in an accessble vehicle for
expeaimentaton with long bnes and microtond progresions the
signature elements d the composer’s later work. The pece isscaed
for brass and woodwind ensemble augmented by wind mechine and
percussion. Initiated by ase of fanfares the three movement work
moves from unsettling notives to more static, contemplative
passges, to a dimax of disonant rambunctousess as the wind
machine and pecussion @me into play. On the whole, within a
languaye of pleasant exoticism, | presagi effects an energetic
rhythmic drive, a quéity not usualy asociated with Scelci’'s
succealing works.

Edgard Varéses Désats (1954) contrasts an orchestra of winds,
piano, and pereisson, including mwbells, gongs and meracas with
a pretemrded tape of eledronic soundsin aternating sgments. The
orchegral sections omprise @ austere monodiromatc musicd
lands@pe, readily suggestve of the work’s title with a slight
scintillation produed by consently shifting imbres reminiscent of
Webem. The tape, last revised in 1961, projeds vag planes of
classicd analog electonic sudio sounds(detuned harmonics, isolated
paches of “white noise” filtered effeds of al typeg littering
Varese's desol ate placeswith a degreeof tectonic jumble. This work
aptly realizes tte eshetics o its era in its forced separation of
disparate materials, which when combined with the technologicd
naivete o the eledronics, bathes the work in samething of anironic
aua



Separation is aso at the heart of Henry Brart's Ice Field: Spatal
Narratives for Large and Srall Orchestral Groups (2001) The
separation hee however, patains b the arangement of musicd
forces woodwinds in the side terrace, brass in an uppe ftier,
percussion in orchestra boxes, and piano, stings and the eighty-eight
year old composer at the organ, on stage. The piece doesnot attempt
to musicdly depict glacial terrain but was inspired by Brant's
memories of expeiiences duting a voyage to France as a child,
including te sghting of icebergs. Ice Held is an Other Minds
commission for the San Francism Synphony.

The stucture of the work is modular. Stings prelominate in
choraledike sections brases accentuake jazz fanfares. The organ
weaves in and outof the texture with extreme range mprovisaions
the low notes perceived aspercussve meter more than tone. Sections
in which the component instrumental groups collaborae or play
indgpendent materia simultaneously impart an atradive Ivesin-
surroundsund favor to the proceadings. Michad Tilson Thonas,
as condudor, peformed a dow motion dance ashe direded, turning
and weing setions aound he hdl, then synchronizing with Brad
Lubman conduding te brassin first tier, then badk again to the
stage. It could be arguad that the extraverted banality of Brant's
thematic material acually highlights the sptial and visual dements
of the peformance idedly, there is no pivileged paameter of the
musical stucture on which to fixate. The work aks one to
apprehend it notsolely as a circumsaibed aura unit, butin its oveal

physcdlity.

Astor Piazolla’s Tangap (1969) builds a symphont structure from
the elements of the tango. Thework developsarenant doubk bass
theme & a fugato, evertually spreadng to the winds. More
animated, dancelike themes spreal throughout the orchestra
impdling te work to a frenetic finale, ceasng on a sudden
pianissimo chord. Tangap ably denondrates Piamlla’s
engagement with the problems involved in fusing musics from
different traditions and his intereding and acomplished lutions b
thos poblems.

Pan-American Peasues

MICHAEL MCDONAGH

The Sar Francism Symnphony, Michagl Tilson Thonas conduding,
in Brant’s Ice FHeld, Varésés Déseats, Piazdla's Tangap, and Villa
Loboss Choros No. 10. December 8, Davies Synphony Hill, San
Francism, CA. Through December 12.

There were so few musicians anstage when we went into Davies that
| swore the orchestra was on drike. But no, it was aprogram change
by Michad Tilson Thonas, and the reducal nunbe of players were
getting ready to perform Varés's Désets ( 195054) as the opener of
its seond Mavericks concert in its curert subscription seaies. This
one which focused on he Pax-American vaiety, was a sort of
follow-up or extension of the condudor's ambitious summer 2000
Anmerican Mavericks Fedival, and it made a strong @se for its
composers as avant-gardists.
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No onehasever accused Vares of being anything but and the "Italo-
Burgundan cyclone}' in Virgil Thonmson's description, doesn't make
it eay on peformers or listeners. The composrs nonmelodic
music dso often sems more the product of sdence than of art, and
the 25-minute Déseats hgppily combinesboth disciplines -- sdencein
the useof Varésés musique-concréte tape pat, and at in its caefully
plannad sounds And though # of a piee with his other works, it
focuses nore on a pocesion of sonic events than on collisions per
se, and in form resambles a choppe-up march. Varésés
windfpercusson mixtures are aways powerful, though Daviess
unyielding aoustc made Deserts sound nore metalic than it really
is. Still onecouldn't hdp feeling that postioning the players at some
distance from each other on the stage might have given the unds
more clarity and pund), and aldd to its internal drema. Thoughnat a
spatial piece, space was obviously pat of Varésés mmposing plan.

Henry Brant uses it asan integral ingredient of his music. His 21-
minute Ice Field: Spatal Narratives for Large and Snall Orchedral
Groups (2001) co-commisdoned by Che Minds and the
Symphory, contasts diferent musical families through eatial
means. This resllts in often grikingly oppogd sonoiities because
blending isn't pat of the game. To this end Brant has deployed
strings 2 pianos 2 haps, and impanist on dage, oboes and baoons
in the organ loft or terrace, bras and jazz dummers in the first tier,
piccolos and chrinets in 3s n the second, with low peraisson in the
orchedra level side boxes of the second fer, and Brant himsdf
playing the Ruffati organ onsige, with Tilson Thonas and Bradley
Lubman handling the conduding dutes. Raucous, severe and lyric,
Ice Held had many provocaive effects -- vagudy Asian chords, sted
drums vs. string figures seious episodes for cdlos and doubé
bases and stident ovablowing pasaes for mased winds The
high olor contads producel by the 93piece orchestra were
dramatic and full of bite. Though ke complex set-ups Brant favors
mitigate againgt frequent performances this one soundel acwrate,
communicaive, and highly entertaining. And te composer who's
orchegrated for everyone from Benny Goodnmen to Alex North,
obvioudy knows his way amund a amazng variety of instruments,
and nmust have had aball writing the piece.

The now widdy performed but sill underated Astor Piazolla was
repreented by he 14 minute Tangap: Variaciones sobre Buenos
Aires (1969) It had lots of duende the Arabo-Hispano word for
passig and Pazolla gds that in different ways. One was to layer a
tango lment overhis initia ideg which gpeas in the lower grings,
with windsentering se&en minuteslater to somber yet brilliant effect.
Tangap dso got some of its most viscera colors from the soundsof
bows beng dapped and violins being ht by hands

VillaLoboss 12-minute Choros No. 10 Rasga o Cogacao) (1926)
was the most compad, and expansive piece on the progran and mede
the bigges splash, thoughThomes, ever the smart guy, dissed it by
comparing it to the music for an Esther Williams movie. Theatrical
and diamatic it cetainly was, but cheg and tawdry no. Sored for
huge orchestra including Brazilian perussion instruments like the
caxambu (@ hollowed-out tree trunk with leather or pachment
membrane), and reco-re@ (notched wooden seaaper), and peformed
here by a dorus of 140 which included a snaler one danting a
heavily acented rhythm, and driven by the rdentless dance bea of
the macunba, Chéros had mlor and power to bum. Thonass
familiaiity with the smre -- hés recorded it -- ceatainly showed, and
the orchedras exubeant paformancebroughtdown the house



Ridin' the Range

DAVID MECKLER

NOW Music Festival. Mark Alburger's "The Fire" from The Bald
Sopano (with Tisha Page), Alexis Alrich's "Pine" from California
Trees, Anne Baldwin's 911 (with Patti Deuter), David Bamberger's
Talking Bird, Aaron Benndt's C, the Bottomfeecers' Subway Beau
Casey's Azimuth, George Cremaschi's Omaggio a Lohnan, the
Decoursg/-Harkins-Sammon Trouble in Paradise, Rocco Di Pietro's
Tears of Eros, Mark Frarcis's Four Pieces, the Goodheat-Allen-
Powell Trio's Hand Countand Fragnent, Thomes Gosss "Strange
Imagination" from The Other Angé, Robet Hal's "Lullaby" from
Saagenvea, John Hersch's "Unit 7, No. 6" from Proliferations, JJ
Hollingsworth's Penny Candy Brent Larner's Music for Gu Zheng,
James Livinggon'sBrief Notes on Borges Charles Nichols's Strata 2,
LisaSwmla Prosek's Ballate Non Pagag (Danaesnot paid for), Ches
Smith's Working Class Fashions (for the Unemployed), and Erling
Wold's Devdion and Truth. December 14, Goat Hall, San Francisco,
CA.

Conpostion is obolete. Forunaely for me, a composer the
concept of obolexenceis itself obolete. | bage my initial claim

aboutthe oblescenceof compostion entirely on speaulation. When

I look &outsociety and e a social context full of computers, mass

produed conaumer goods and regimentation, | fed it would be
naurd that people would grvitate to the immediately human,
spontneous, and unpedictable. To witness free improvisaion & its
best isto expeiience the suprenely human senseof watching humans
make decisions in the most real of real-time. Anyway, and given

today's social condiions it would make senseto me that everyone
would be hurying down to the corner peformance space to hear

creative music. Sincethis is thoroughly notthe case, my caeer as a
compo®er looks more promising tan a caea as a socid

prognosicator. And, judging by the recen discussions on a Bay

Area e-mail disausson gioup, some credive rusic people arenot

sdisfied with the state of that scene, either.

| have long ben interested in the rdative pleasures and peils of
improvisgion and compostion. Some moments of improvisaton,
paticulady group improvisaion, seem to me to offer the pinnacle of
what all music can offer. The anly way to fully take advantage of
reacting o timbre playing with rhythmic feel, and smply escaping ©
that place in the mind and irit where word-languaye does't go. On
the other hand, I've experienced playing chamber music that felt very
spontneous; when a group of peformers asorb the score and
became music. If one was to attificially compare composition and
improvisdion notéat their pe&s but rather down in the foothills of
average performances, it seems that the edje actudly goes to
compostion. If you ke a pianist of average competence banging
through a Beethoven onab, one sill has Beg¢hoven in the
experience, whereas listening to an average jazz musician banging
through ¢ord changes is just as mechanical and tere is no
Beethoven to provide a residue of interest. Even free improvisaion
can becane mechanical when certain performers habitually pull out
well-used items from their bag o' ricks. The fines compostions
offer a sense of thatwhich-has-been-contemplated or desgned. This
may be a pre-meditative meditation orthe microsmpicdly gentle but
inevitable pressure of the lar wind carying us b distant emotional
reams. Prexisting pbnning of ourse allows for the ceaion of
narrative theatri cal works such as opera.
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All the above thoughs got a thorough d&iuming & the 8th Annud
Now Musc Fedtival offered in Goat Hall in San Francis®m. The
Festival proved to be a nice three hoursin which to think about the
relative merits and placein society of the continuum of compostion
and improvisation.

The part of the evening that was the nost intense and most enjoyable
was the dosing peformance by the Josh Allen, Matthew Goodhett,
and Garth Powell Trio. Not only did ideas flow betveen the three
musicians, interest flowed beween timbre melodic expresson,
paticulady on he sacophone and pich choices that sparkled with
intellig ence, particularly from the garno. At the beginning of the s,
Powell began with cymbals or Chinesegongsinverted and pacel on
top of the drums in a drum set.  This was no 'look Ma, I'm doing
something drange” sort of gimmick, but raher created a field of
evolving oundsthat the musicians explored in and aound. It is
exadly this sort of intelligent play that | fed lies a bit beyond
compostion. One could conceivably notate all the complex activity,
but you would wind y with musicians with a great deal a sweat on
their brow and that would take it into a different sat of theatrical
performance.

A lesssaisfying improvisation revealed the problem of not having a
tightly considered compositiona idea. Music for Gu Zheng was
preserted by Brett Larner. He played this tradtiona Chinese ather
in avery unusid way, produdng sound by ubbing te stingswith a
small cloth that | assume had rosin onit. This was a fasdnating
sound ad | enjoyed listening © it. However, the piece was simply a
progression from one very high register to another in a sort of
diagond movenent; | feel | was preented with a sound,not an idea.
Forsome, thatis enough;l am gready.

A more worked outbalbnce between idea and peformancewas head
in Trouble in Paradise performed by Pegy DeCoursey, Andrew
Harkins, and Kattt Sanmon. This ddightful vocd trio had clearly
defined ideas that, when put into play against each other, created
lively and hunorous gparks. The piee was a collection of brief
movements that eat featured some sort of vocd sound sich asthe
imitation of a door buzzer o a € ephonering, which would trigger
the range of expressive gedures At first this might seem like it is
only a collecion of warm-up eercises for actors, but they had a
composed quality to them that made me say, yes thsis music, thisis
theater, not just awarm-up. | could imagine these pieces starting out
as exercisesin 21g-century counemoint. One line would bethe idea
of a performer laughing while another pefformer is on a cying jag.
The laughing and the crying ranged from genuine to forced, creaing
adramatic arcwithin each pat. Additional depth cane from adding
a third voice to the mix suddenly creaing the drama -- who will this
third voice join, the crying paty or the laughing paty? Each bit of
material seemed to ge exadly enough ime to reveal its poentia
without ovewstaying its welcome. There was an engaging baance
between the clarity of the gructuring idess with a loosees and
invention in the peformance.



What then of making little bladk marks on paer to beconveted, in a
more-or-less pralictable way, into sound by a peformer?
Conpostion is stll the only way to ge to certain places, whetherit is
the lapidaly exactnes of Webem or the giand tectonic sale of
Beethoven. Sponéneoudy creaed music is stunning when it catches
fire, asit did in the Goodheat-Allen-Powell Trio. Conpostion can
be interesting when it comes close to a flame, but is instead held
back, held in repose, held just far enough avay to keep it from beng
conaumed in the fire of time. Sud is the paadox of "The Fire," a
scene from Mark Alburger's opeatic version of The Bald Sopano,
the wondeful absurdist play by Eugee lonego. Soprao Tisha
Payeflickered up ising scées again and aain, telling usof dl things
that were going up n flames afthough &e ran outof the building as
she finished her aria, nothing was on fire. The flame, if any, was
frozen in time. As compostion alows for the contenplaton oftime
in a way that is somewhat outside of time, one is ale to engage
questions of pacing. This was exemplified in two pieces, Devotion
and Truth, by Eding Wold. This pog-minimalist music would brood
for awhile on a idea and ten change or shift with a gently
surprising quikiness, Wold's srong st as a compo®r. The
compoer struggled as a pinist to coax enough sund outof the
rather dry piano in Goat Hall; | would like to hea thee pieces on a
more generouspiano in amore revetberant space.

A hgppy blend beween timbre and compostion was offered by te
Bottomfeeders, an engaging duo ofcello and bas Moving through a
colledion of grooves and iiffs in a piece cdled Subway the two
musicians, Danielle DeGruttola and Ashley Adamrs, varied their
bowing from sul ponicello to tasto, heavy to light, and thereby
occupied a world of congderable timbrd interest. It was announed
from the dage that the pece was aiginally conceived for eledronic
instruments; this acmugic vasion certainly was defnitely rich enough
for me.

One extreme in the universe of spontaneity and mmpostion isin a
field of tape music, where it is oncecomposael, always composel and
withoutthe posibility of spontneity. To lve that problem (and te
problem of having nohing © look & in the performance of a tape
piece) the genre oftape plus live peformer emerged. An example of
that genre, Tears of Eros, was presented by Roco Di Pietro, with the
compo<r at the keyboad. The tape pat feaured emtic moanings
and aies and te piano pat replied with an array of modenist and
romantic gestures The piecerased several issuesthat arepotentially
very intereging. Since many musicd pieces forms, and thetorical
gestures are sad to be metaphois for varieties of sexud experience,
why notbe as explicit asposible? Why reject or object to dichés,
swch asan arpeggiated diminish-severth chord, in music? After all,
orgasm is a diché but judging from the world's popuktion, there is
no airrent lack of intereg in it. One can even think aout the
relationdhip of spontneity and compostion: depite te grea
potertial variety in sexual adivity, there ae a few narrative termplates
that are followed again and again; this spontneity within a genemlly
determined narrative perhaps can be compared to a live performance
with tape. With all those potertial issues on the table, | faled to
discem the compose's intent or to project my own interpretation onb
the piee. During te piece, | wondeed, "Is this guy rally
composng @out se, or making biter fun of the musical metaphois
associated with the topic? | bet he likes Frank Zgpds nusic."
Pehaps| neal to hea it a seond ime.
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It was a satisfying three hous of music, with plenty of vairety. |

would like to have head more of the materials that | liked, butthat is
the nature of the beat in these marathonstyle pograms. | was
impres®d by he spirit of empathy, not mere tolerance that seemed

to radiate from the more adventurous in the cowd, even for the
extremely consevative piees on the piogram. The pogram
included exarmples of musicad theaer and rather square qera-in-

eanest; all sats o music seemed to happily coexist in this generous
evening. Thee were many poentia threads of thought woven

through he entire program; | just hgppened to be taken with the
didedic of compostion axd improvisaion. | left Goat Hal and
rolled down Potero Hill imagining amusic that was 62% composed,
acrystalline pereivable structure, and the remaining 38%not merely

improvised but rather credive spontneous musicdity! Just one of

the many musicsin our many futures.

Old, New, Borrowed, Red

EDMUND KIMBELL

San Fracis;m Community Music Center Orchestra aad Chorus
December 31, Mission Pedyterian Church, San Fracism, CA.
Repeaed Jawuay 1, Mission Dolores Baslica.

The San Francisco Conmunity Music Center Orchestra progran on
December 31 featued the world premiere of Michael Kimbell’s
Rondno a@apriccio®n. Harmonicdly, the piece's melodic material is
treated in an origina neoromantic manner that Prokofiev, Stravinsky
or Pouknc might have choen. Even in sarcdy four-and-ahdf
minutes the work is a veitable orchedral kaleidosope with witty
effervexcences that are obvioudy as much fun for the players to
perform as for the auwdience to listento. Structurally too, this Rondho
would not have been unfamiliar to either Beethoven or Dvorek: the
work is a chrarming Quodiibet, or assembly of popukbr tunesthat are
interwoven throughoutits entirety. Although &ss well-known today,
many of the melodies would hare bea recognized by 19h-century
audiences, some having be@ popubrized in Calt Reinecke’s
Musikalischer Kindergarten or smilar musical anthologies. The
primary theme is bagd on aTurkish march written by he deposel
Sultan Mustafa V for his younge brother, the nobrious Abdul
Hamid Il “The Red” -- in bot line and hamony, it could serve as the
basis d ana la turca section in a dassicd-era work. Other tunes that
flit in and out of the texture often sKillfully disguised so as to be
mysterious to all but the most hardened of musicd trivia cognosenti,
indude Haydn’s tune Austria (ak.a. Deutschland Uber Alles) and
Home Sweet Home In a mischievous if bittersved comment on
events of the ealy 214 century, the latter tune s supeimposel on the
Dies Irae. Thereare many more musical quottionsand dlusions but
neither the composer nor this listener is telling!



It is refreshing to hear such vibrant music that attempts neither to be a
pastiche of the pag, norto explore some abstract and @struse school
-- “it is s0 inacessble, therefore it must be good” -- nor even to
addres some “fashionable” issue, but insteal gands firmly and
ungologdically on its own frank enjoyability. It is further
refreshing that an orchegra which by its very naure and pupos
must caer to a potentially more limited conception and appreciation
of dassicd music among boh aidience and phbyers is not only
willing © take on nev music of this qudity, but does so with gusb
and p the loudly expresal ddight of the pubic. Thee were some
1,100 peple atending the concert on New Year's Day; the Rondno
received a standing ovdion. And te exeaution of the work was
equdly de®rving ofthe aidiencés prase.

Beethoven StkesAgain

MARK AL BURGER

San Frncisco Synphony n Bedhoven's Symphony No. 7,
Hartmann's Misaae and Bemstein's Sersmade Davies Hall, San
Francism, CA. Through &nuary 13.

"You hare no idea how the likes of usfeel when we hear the tramp of
a giant like him behind us" Thus spake Johannes Brahms about
Ludwig van Begthoven. And the old gwy is tramping © this day,
making a couple of 20th-century masters look like hobbts in his
wizardly wake.

At least thats how it felt atthe San Francisa Synphonyon Januay
9 a DaviesHall. OK., it wasn't afair fight. Miserae and Seenade
are ot exactly top-drawer exanples d the respedive atistry of Carl
Amadeus Hartmann aad Leonad Bernstein (the former is better
repreented by hs nunbered symphonkes and the opea Simplicius
Smplicissimus; the latter by Chichester Psalms and West Side Sory,
among oher). And SymphonyNo. 7 is cetainly among te fineg of
Beethoven'sworks.

The Hartmann is certainly a noblke and olorful work, however. It is
redolent of the New Vienneseworld of Alban Beg and Arnold
Schoenbeg, notbly in the useof muted trombones (sside from the
natura appeal of this cdor, this was perhaps dso a way of more
subty blending te strident instruments into lush textures). Guest
condudor Ingo Metzmacher made the most of each nuance in this
rambling $mi-magerpiece, and the Sax Fracism Synphay
respondel with the highes level of musical excdlence.

Excellence was aso the tune of the hour in violinist Joshua Béell's
senditive reading of the Benstein, which is bagd on Rato's
Symposum. Perhaps becaise of this literary/philosophicd base the
compostion sens prose raher than poety. And the sare
orchegration of strings and pecusson ony fires up in the last
movement, whereourboy Lenny starts to sound Ike himself again.
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Mostly Milk

JEFF DUNN

Paific Chanber Synphony, conduded by Lavrence Kohl, presents
Créne dela Bay, “... devoted to theimmense talents of ourown Bay
Area composes and loists,” with music by Kurt Rohde Jake
Heggie, David Cong, and Gordon Getty. January 15, Herbgt
Theatr, San Frarncisco, CA.

There is nothing wong with milk. It's gotagood pubic image and
provides fine nourshment to the hungy. Likewise with the Padfic
Chamber Synphony’s opening @ncet of the seaon, a magne for
new-music addicts who are starving for freh noes warm from
living-compo<r uddes.

Milk gets things bubbly a lot quicker when heded. Kurt Rohdes
Stong Motion (2001)provided plenty of energy, “I nfernal Machine™-
type whizbanging, excdlent orchegration, and cntinuing esidence
that he’s the man with the most audible potential for musicd fame
and flame aound he Bay. As Rhodeputit, “A very much onthe-
brink piece -- my ideaof fun. ... | have no recolledion of writing
thos notes!” ... Theae may have been abit too many of them, for the
work began to pak dighty toward the end. One missed the
condsion of his Five Pieces for Orchedra premered last year.

Some Gdllic chocolate swedens he white swuff: J&ke Heggie's
singlemovenent piano onceto went down eay with its set of
“free-flowing” vaiations on a engaging nelody paed like the
opening twne to the Rachmaninoff Third. Ravelian turns, suave
trangtions foom the dancy to the dreany, and a flamboyant
performance by Stephen Prutsman made this a keeper for a
candlelight dinner Hope a CDges issued asfast ashis mastempiece
Dead Man Walking!

Then there’s the milk without the cookiesto go with it. Heggie's
orchegration of three earlier songs about the Biblical Eve, nice as
they were, just cried for some percussive crunch. Eveés jazzy
seducivity by siake was well sd in the previouspiano vesion. The
orchedration ok te piano avay, and alded no ohe pecusson
instrument. The resut seemedto makethe argumert lesssubstartive,
however well sung by Kristan Clayton.

Findly, there’s the mistake of seving mlk at Communion. Cetainly
the hete-crime murder of Matthew Shepard deseves commemoration
in David Conts Elegy for Matthew. Moises Kaufman's The
Laramie Pmoject was an unforgettable docutheatrical effort in this
direction. But imitating the lushly lactose ssundsof Korngold and
Schreker just doesn't asscciate well with the words “T o hell-bert fury
on a pairie cold / To hatreds dark mdignant blows.” Excdlent
orchegration in itsdf, but seeningly inappropiriate to the context.

Orchestration wes also a problem with philanthropist Gordon Getty’s
Three Heces far String Orchestra, which sounde like a student
work despite some nice melodies. The best pat of this piee weas
Getty’s introducton, where he desribed how he changed the locale
of the first nunber, “The Fiddle of Balykeel’ from its true Belfast
locus, Badlymoney. As he putit, “People would say Getty, money.
So Imoved my ancestorsa couple of steps!”



Getty redeemed himself, however, with his words and cmpostion of
the seond of his Old Welsh Folk Songs performed by eight
chorigters and the Synmphony: “The kindest man alve? / Then bury
me in state, boys/ ... / Underneah the grae boys..” dl interpolated
with “Fal-deere-deeree-do” and sung a breskneck speed. Unlike
the earlier suite; this nunberwas on he money.

So oveall, no créme, but a very worthy concept leaving penty of
white mustache to lick later!

Boss Benstein

MARK AL BURGER

Bernstein's Trouble in Tahti, Kapilow's You and High, and Barber's
A Hand ofBridge. Jawuay 18, College of Marin, Kenffield, CA.

It seems strangeto start an opeareview by quotng Martin Luther on
the Renassance mmpose Josquin Despres, but hele goes. "Other
compoers are ruled by he notes but Josquin makes the notes do
what he wants themto do." Or samething like that And soit went
on Bnuay 18 when College of Marin presnted Leonad Bemstein's
Trouble in Tahti, which music diredor Paul Smith charaderized as
the pece that contained seeds o al the composer's later works.
Already Beanstein was telling the notes what to do in his distinctive
jazzy-necclassic way; he serves hs text and transcerds it; the nmusical
flow has its awn integrity that is inspred by the words but not ruled
by them.

Smith had the inspired and pradicd noton of casting eght
peformers ("more" tends b be peceved as "better" in college
produdionswhere enrollment and paticipation figuresare strikingly
important) in the cgpacty of what Bernstein concéved asa tio --
undelining the Greek chorus connedions as thes singes comment
upon he adion. But these muses are decidedly mid-century
contemporay: regaing us with the banditiesof New York sububan
life c. 1950. Against this deightfully boung, faux-pop, vulgarian
background we are introducel to our noblke piotagonists Dinah
(Margo Shiembre) and San (Paul Davis), a couple in mid-life crisis
negotiating the vagaiies of everyday life. But there was nothing
mundaein their performances. Between Schembre's gomgeousvoice
and Daviss winning ating abilities each silly/seious scene was
carried off with adomb. The "manin the gym" and "what aterrible,
awful movie" (this one ontains the Trouble in Tahii reference)
scenes were especially winning. The music shines throughout and
the sdoists, chorus, and capable orchestra (flutist Bruce SHvisberg,
basoonist Jeff Hansen, percussonist Helen Konowitz, and violinist
Joanna Pinckney, with the condudor at the piano) did their parts -
occasiondly ragged, butalways cheeful/tearful, as gopropriate.

Unlike Bernstein, Robet Kapilow goes for the word-to-word and
moment-to-moment in his setting of the Terence McNalley cutesy
You and High Thistopicd trifle featured a nobké Motherin the fine-
voiced Linda Noble, with sturdy dramatic parts provided by Kyle
Lemie asson Hugh, and be Osbom asMan, a cach-all role for all
the adult male caneosthat pop up dring the proceadings As Smith
putit, "Kapilow shows usjust how many ways a major second @n be
usd," and indeel he doesstarting with chop sicks and mnning
through alittle cliched chop-siey Jganese music parody ad a
kamikazeassault of other allusions Clever.
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Sanuel Barber's nine-minute gem A Hand ofBridge was the opening
bid. Marcia Gronewold's Saly sdlied forth slly and picy. Her
voca expertise was complemented by contributions from Peter Sly
(Bill), Kaiana McK evy (Gerddine), and Davis (David). Thegame is
that all four players have hidden agendi, which they share outof-
time, rdating drectly to the audience. Director Randy Nazarian
effectively staged Davis with his back to the audience until the
moment of hiscrucia contribution.

Nazarian entertainingly directed Hugh, and James Dunn dd likewise
in a troublefree Trouble. Sewart Munon's effedtive bladk-and-
white sé pieces for Hand and Tahiti bookended the stong ®lors in
thos ofYou.

Portrait of the Concetras a Recertike

MARK AL BURGER

Marin Syrmphony,conduded by Qunther Schuller, in Mosolov'sIron
Foundly and nusic from Prokofiev's The Love for Three Oranges.
Januay 20, Veterans Auditorium, San Rafad, CA.

This pas week I've been hiking in the San Francism Bay Areds
Caquinez Strait Regional Shoeline Park. What, pray tell, doesthis
have to do with reviewing the Marin Synphony'sdanuay 20 @ncat
atVeteraris Auditorium? Plerty. Giveit time.

Strangely enough, my hike led me pa¢ the C&H SugarFactory, a
mining omplex, and ol refineiies. Butthe noisieg of all was (how's
this for a transition?) Alexander Mosolov's Iron Foundy (1923) an
exciting work that almost justifies some of the aestheic affronts of
the indugria revolution. Renowned composr-condudor Gunther
Schuller (who regrettably yet again did not feature any of his own
works) led the Synphony n a stunning peformancethat chuggel in
the stings bleated in the woodwinds roared in the brass and
poundel in the percusson. Classicd CD reviewer Rob Barnett has
cited this work as an example of proto-minimalism, and hes right
The cyclings of repededly smashed-and-danped gong srokeswere
paticulady arresting - and let's not forget the thundesheet
shimmering & the badk of the stage... The French homs sbod and
ddivered the ominous and hepic main theme on two oca@sions.
Michael Tilson Thonas and the San Francisco Synphony pesented
this wackily effective Socialist Realist work several years a®, and
this Marin paformancewas in the sane union.

The hard work of hiking uphill can lead to senc wondes, and
evidently the had times of political oppression can result in sonic
splendor. Mosolov's Foundly was not the only piece on he program
composd in responseto the iron hand of Josef Stin. Sege
Prokofiev's The Lovefor Three Oranges (1921) dso daes from this
period (O.K., in reality the canposer was alyoad, working for the
Chicago Opera Conpany, but Oranges was premiered in the USSR
in 1926,and Pokofiev finadly returned home pemanently in 1935).
The well-known "Scherzo" and famous "March" from this fantas
opeaa were given aarkling reading & magical as a distant view of
Marin mountins.



Calendar

March 1

Gunther Schuller conducs the Manhatan School of Music Symphony in his
SevenSudies on Thenes of Paul Klee and Lutoslawski's Piano Gnceto
(with Jessica Bruser). Manhatan School of Music, New York, NY.

March 2

Music of Shodakovich and Timbach. Trinity Church, Berkeley, CA.
Orchedra 20@ Celebrating 20th Century Poland. Kimmel Center,
Philadelphia, PA. Repeaed March 3, Swarthmore College, Svarthmore.
March 4

Martin Rokeach and Keil Makan. VeteransBuilding, San Francico, CA.

March 5

Compoe®rs Inc presnts Deniz Inces Piano Tio, Freunds Trio, Korde's
Tendemess of Cranes Martin Rokeachs Fantasy on 12 Stings, and $nchez-
Gutierrez's Luciemaga Green FRoom, Veterans Building, San Francico, CA.
eighth blaclkbird in Kerniss The Four Seasns of Futurist Cuisine, Pele's
Critical Moments |1, and Kellogg's DivinumMysterium. Tully Hall, NY.
March 6

San Fancsco Symphay in Kernis's Symphany No. 2 and Britten's Sinfonia
da Requiem DaviesSymphony Hill, San Francico, CA.

March 7

Other Minds 8, with Ellen Fullman, Takashi Harada, Lou Harrison, Tania
Leon, Annea lockwood, Thomas Buckner Pauline Cdiveros Ricamrdo
Tacuchan, Richad Teitelbaum, and Rindy Weston. Palace of Fine Artts
Theate, San Francico, CA. Through March 9.

March 8

91¢ annversaty of the birth of Alan Hovhanes.

Laurie Andeson's Happiness. University of Calif ornia, Berkeley, CA.

Premiere of Nancy Bloomer Deussen's Et in Terra Pax by the San Jase Choral
Project. San Jose, CA.

Alarm Will Sound nh Compo<er Portrait: Columbia
University, New York, NY.

Gyorgy Ligei.

March 9

Premiere of Nancy Bloomer Deussen's Daydreams by the San Francisco
Choral Artists. Berkeley, CA. Through March 17, Palo Alto, CA.

March 10

Petersen Quartet. Hertz Hall, University of Calif ornia, Berkeley, CA.

March 11

Artimis Quartet in Hungarian Twentieth-Century Masters.
County Museum of Art, Los Angeks, CA.

Los Angeles
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March 12

Vienna Milhamonic in Berg's Three Recesfor Orchedra. Segerstrom Hall,
Orange County Performing Arts Center, CA.

North/South Consonancepresents Arthur Berger's 90th Birthday. Christ and
St. Stephen's Church, New York, NY.
March 13

Ear Unit Twentieth-Anniversary Celebration. Los Angeles County Museum
of Art, Los Angeles, CA.

Isomorphism: Composing Improvisation. Jack Sraw, Seatle, WA.

March 14

Peter Maxwell Daviescondicts the San Francisco Symphory in his Symphory
No. 8 ("Antarctic"). DaviesSymphony Hill, San Francico, CA.

Sourd on Film, with music of Andriessen, Stockhaisen, and Taverer.
Columbia University, New York, NY.

Compete Piano Works d Pierre Boulez performed by Marilyn Nonken.
Cooper Union, New York, NY.

March 16

Liderman's Song ofSongs University of Calif ornia, Berkeley, CA.

Gyoto Monks. Zdlerbach Hall, University of Calif ornia, Berkeley, CA.

March 17

Nancy Bloomer Deussen's Rdlections on the Hudson performed by The
Community Band of Brevard. North Brevard, FL. Through March 24,
Merritt Island.

March 22

Gershwin's Stike U the Band!
Berkeley, CA.

Zdlerbach Hall, University of California,

San Francisco Camposers Chamber Orchestra performs Mark Alburger's
Synphony No. 1, Erling Wold's Sub Pontio Pilato, John Beenmans Beeine,
Marcia Burchard's From Chartres Cathedral Labyrinth, Alexis Alrich's Fuse,
Stan McDaniel's Duo: Remenkrance, and Tom Headey's Tuba ad
Electronics Goat Hall, San Francisco, CA.

March 24

Richard Goode performs wo of Debussy's Preludes Hertz Hall, Universty
of Cdifornia, Berkeley, CA.

Mark Alburger's Synphany No. 6. Santa Rosa, CA.

Nancy Bloomer Deussen's A Siver, Shihing Stand performed by The Kona
Community Orchestra. Kona, HI.

March 25

ICE (Intergalactic Contemporary Ensemble) in Nancarow's Sudies No. 3C
and &, Vali's Folk Songs Childs's Hands Newman's American Beauty, and

Stalvey's Requiem for a Dancer. Los Angeles Cainty Museum of Art, Los
Angeles, CA.



Chronicle

January 4

Deah of Peter Hemmings(b. 4/10/34, Enfield, UK], of cancerat67. Dorset,
UK. "[He was] the first geneal director of Los Angeks Opera .. .. When
the dapper and elogquent British impresario took chage n 1984,Los Angekes
was the only major Western city that could not maintain its own opera
compary. With a budgetof just $64 million, Hemmings launched Music
Center Opera (ater renamed Los Angeks Opera), mounting five productions
in a first sea®n thatimmedately made he opeatic world take notce. By the
time he retired in 2000 to return to his native England, Hemmings had left
behind a company with a $22-million budget and an eight-opera season of
more than 50 performarces mog of them selling out In the pioces, he
mademinded sveral prodictions that became art of Los Angeks' cultural
iconogephy-including a elebrated \ersion of Wagrer's Tristan und olde
desgnal by a Ellow Britonturned-Angekno, artist David Hockney . . . .
Hemmings was also responsble for bringing Racido Domingo to the
compary at the aitset as attistic advisor, realizing tat the ppular tenor's
preenceasured L.A. Opera a neessary celebiity factor. That also pavel the
way for Domingo to becone the conpanys attistic director after Hemmings
retired. "Since the first day Rter was her," Domingo sid Thursday, "we
were togeter. | leaned a 6t from him abouthow to make tingshappe. It
was not eay to hawe anoperl company n Los Angeks, but he lnew that the
only way to go was up,' Domingo sid. "And with his wit, devoton and hat
straightforward and srene manner he tad, he ®ened b know just how to
appoah the boad, the audenes and he atists." .. .. A sensation te first
sea®n was a dating producion of Richard Srauss Sabme that included
nudity. . . . Qne .. . discovery, baritone Rodney Gilfry, sang a single line in
the conpany's first producton, Verdi's Otello. By the time of Hemmings
retirement, Gilf ry had become an international star, and he performed the title
role in Hemmings' final Los Angeles Opera production, Benjamin Britten's
Billy Budd, in June20Q. . . . Among the new prodwctionsthat gamered wide
attention were thos desgnel by Hockney the Tristan and ®auss Die Frau
Ohne Schaen), Berg's Wozzeck (direced by the radical American David
Alden and oconducted by Smon Rattle), Prokofiev's The Hery Angel
(presented in America for the first time), Berlioz's The Trojans (in only its
second conplete prodwction in America) and Debussy's Pelleas and
Melisande (updated ty Peter Sellars). "Unless you o thee operas with a
spark of something that is contemporary, it al dies," he told Opera News in
1996. "I have always believed that opera is a vibrant, living art form with an
exciting future, not smply amuseum art." . . .

Hemmings commissioned several new works, often in collaboraton with
other conpanies. Joonas Kokkonans Kullervo (with Finnish Opera) and
Tobias Pickefs Fantagic Mr. Fox originated in Los Angeles. Other new
opersin which the mmpany was one of acon®rtium of conmissioness were
John Adams Nixon in China ard Daniel Catan's Florenca en el Amazonas
Hemmings also joined consortiums to produce Adams The Death of
Klinghofer . . . .Esa-Pekka Slonen kd the Pdleas and Kent Nagano iow the
company's principal conductor) was in the pit for Kurt Weill's The Rse and
Fall of the Aty of Mahagnry ard Nixon in China" [Mark Sved, Los Angeles
Times, 1/4/02].

January 7
Amanda Mbody's Serial Murdress peiformed by the writer, featuring music

of Clark Suprynowicz acompanied ty Mark Alburger, wins the 20 Dean
Goodman's Choice Award for Solo Performance.
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Januay 9

California EAR Unit in Morton Feldman's Crippled Symetry. Leo S. Bing
Theate, Los Angeles County Museum, Los Angeles, CA. "Written in 1983,
the tio reflecs not only Feldman's close mnrecion with the Abstract
Expressionist visual attists of the 1950sand '60s but also his later fascination
with the patterns of Turkish rugs. Looking for musical equivalents to those
rungs, he devised short, demental melodic patterns, sometimes just a broken
chod ora few repeatdnotes that are rangormed for relatively short peiiods
before gracefully evolving into newones Eachinstrument works in its own
time frame, never smultaneous with the others but never far gpart. . . . ®me
[listeners] deep Feldman himself could be caudit naping during
peformanes) . .. Everyone aproadesthis music on hs or herown terms,
but somehow this musc creaes a colecive consiousies. That is the
greatness of Feldman's art . . . the result of ever-enchanting sounds and the
contagion of concentration from three persuasive performers -- flutist Dorothy
Stone, percussbnist Amy Knoles (Arthur Javinen performed on the
ensemble's recording) and pianist Vicki Ray. . . . There is not a trace of
drama in this trance-lik e music, but there is nothing but drama in the sustained
effort of making it. . . . The Crippled Symmetry CD is a nce addiion o your
hous;in the Bing .. . it was a memoable addiion  ones life" [Mark Sved,
Los Angeks Times, 1/11/02].

Guided Improv Ensemble/Workshop, with Ernego Diazdnfante. Oakland,
CA.

San Franceco Symphony in Hartmann's Misaae and Bernstein's Seenade
DaviesHall, San Francikco, CA. Through &nuary 13.

Elena Dubinets's Icebreaker. Jack Straw, Seattle, WA.

Januay 11

Tape Misic MicroFedival.
Januay 12.

Trangarent Theatr, Berkeley, CA. Through

CEAIT Electronic Music Festival. Roy O. Disney Music Hall, California
Ingtitute of the Arts, Valencia, CA. Through January 13.

Lutoslawski's Partita. Weill Recital Hall, New York, NY .

Januay 12

CalArts Festival. Pamela Z. CalArts, Valencia, CA. "Z waved her "wired"
ams o trigger sounds created delay loops with hervoice {ngtant badkground
singes) ard a range of vocal tones ard perussion sounds, al while
interacting with a video system that dlowed her to appear in triplicate. InZ's
case, the centrality of her own over-the-top presentation is hard to get around”
[Josef Woodad, Los Angeles Times, 1/15/02].

Aaron Jay Kernis's Lament and Prayer performed by the New York Chamber
Symphony. New York, NY.

Januay 13
Chris Brown and Ernesto Diaz-Infante. KPFA, Berkeley, CA.

Music of JJ Hollingsworth and Max Smoncic. Old First Predbyterian Church,
San Francisco, CA.

CdArts Festival. Jacob & Carol's Rain, Bob Bellerue's Threat Level Charlie,
Michael Gendreau’s T921 pt 2, Anthony De Ritis' Plum Blossoms, and Tae
Hong Park's T1. CalArts, Vaencia, CA.

Deah of baitone Norman Atkins of complicaionsafter heart surgery, at82.
New York, NY. "[He was] a member of the New York City Opera from 1959
to 1962 . . . . Kurt Weill chose him for the role of Frank Maurrant in Steet
Scenewhich he sng in concet performances around te country” [The New
York Times, 1/24/02].



New York Chamber Symphony in the New York premiere of Kernis's Lament
and Rayer Alice Tully Hall, New York, NY. "[A] balance between
introspection and anger that captured the spirit of the work" [Allan Kozinn,
The New York Times, 1/1502].

Exploding Music, with LukasLigei. Cutting Room, New York, NY .

Harvey Schmidt's The Fantadicks (libretto by Tom Joneg ends its record-
breaking run as the world's longest-running musical. Sullivan Street Theater,
Greenwich Village, New York, NY. "As of [September 2, 2001, it] hed
played 17005 peformances By compaison, Cats, the longest-running show
in Broadway history, finished in Septenber ata mealy 7485 performarces’
[Associated Ress, 9/7/01]. "The o [creators of the show] also maintain the
longes running harstyles in show busness. 'Ther may be a comecion
there, an unwillin gness to change,' Mr. Jones said . . . . But we aways kept
our relationship drictly profesionat no hairstyling quesions As the wo
men pessed the phane bak and forth, Mr. Joneschided Mr. Schmidt for
drawing <ketches of a woman with a gatee. 'You really should e a
psychiatist,’ Mr. Jonestold him. . . . 'Harvey was indifferent to my har,' Mr.
Jonessaid. That's the bass of agood rlationship.' . .. 'If | had clasic great
features I'd probaby wear [a buz] all the tme, [Schmidf] said. "But as
Collette said, the human dce reedsleafge! It was Mr. Jones. . . who first
added a gatee. As the receipts started to come n, he sid, he siccumbel to
the erotic temptations that attend success and in the process soured his
marriage. Thats No. 1, he sid, dividing the gory of his bead into drametic
act. The uring, in turn, led him into therapy. Thats No. 2! No. 3 is that
his therapist, following te leadof Sgmund Freud,wore agoate. Act 4 you
can giess on your own. . . . I always felt unfinished n my look,' [Schmidf]
said. 'If | grew alittle facial hair, it helped." Though $eady har hasbeen a
handmaien oftheir 42-yearsucces, har aimog keptthe wwvo men apat. (To
think!) . . . Schmidt was impressed by . . . Liz Smith who beame the
syndicaied gossip coumnist . . . Schmidt dectded b copy |er look, only to
feel he wasn't pulling it off. In deperation, he iaved hs hea. When Mr.
Joneswent to seehim . . . he was shocked. Any plansfor collaboration were
off. Tom neverblamedmy hai, butl blame my har,' Mr. Schmidt said. The
following year, Mr. Schmidt grew his hair back andewerything clicked. The
two men have written 14 shows togeher. And he rest is 17,162 cuttain cals
worth of history" [John Leland, The New York Times, 1/13/02].

January 14

Parisi Quartet in The Seond Viennes Sdool
Museum, Los Angeles, CA.

Los Arngeles Cainty

San Diego §mphory receives from Irwin and Jban Jacds a $1®,000000
endowment, the largest ever awarded to a symphony orchestra in the United
States Copley Symphony Hill, San Diego, CA. "[A] sum guaanteedto
place t firmly on te natonal mudcal landsape[Bernard Weintraub, Los
Angeles Times, 1/11/02].

January 15

New York Composers: A Cedebration, presented by North/South Consonarce,
with Aaron Jay Kernis. Merkin Hall, New York, NY.

Israel Philhammonic in Schoenbeig's Chamber Symphony No. 1. Canegie
Hall, New York, NY. "The 15 [players] . . . threw themsdves with great
musdcal enepy into this compacturmoil of a £ore" [Paul Griffiths, The New
York Times, 1/17/02].

January 16

Pacific Sticks, with Laurie Amat, in I'lana Cotton's Women's Voices, Wamen's
Words. Studio 6, San Francico, CA.

Improv Sabn IV. Cafe Trieste, Sen Francisco, CA.

Carnegie Hall's new exeutive and attistic director, Robett J. Harth
discontinuesJon Faddis's Carnegie Hall Jazz Band. New York, NY.

New York Guitar Festival. Sérgio and Odair Assad in music of Scarlatti,
Rodrigo, Debussy, Gismont, Brouwer, and Pazzola. 92nd $reet Y, New
York, NY.
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Januay 17

New York Guitar Festival. Marc Ribot, with James Chance. Makor, New
York, NY. "Ribot's musicianship is broad, with plenty of room for character,
both his own and tat of others; the wonder is that the chaacer does't
swallow up the musicianship. . . . [I]f the sdo portion presented further
refinenment of Mr. Ribots att, the dues were memorable lunacy. Mr. Ribot
detunes his guitars to get wobbly pitch so that his playing sounds like a
warped kecord. He likes the intersection of rustic-county techngue ad
modern sensibility , but he's also one of the most catholic-minded musiciansin
New York, capable of primitive single-note peckings, the passing chords and
rhythmic flourishes of Djang Reinhardt and the fast, swinging, gawky
intervals of Eddie Durham. His short solo section, on acoustic and electric
guitars, encanpassed ome hard-to-recognize balad melodiesard aCivil War
soldiering song; it was shrewd and rather subtle. But when Mr. Chance got
ondage, the moal chamed. As the leader of the nowave tend he
Contortions 20 yeas ago,Mr. Chance eared a bhck bet in obnoxbusness;
starting outin New York's 1970's loft-jazz scene,he found the raw newesof
worshipful jazz audérces ard went on © up he ane in punk clubs At
Makor, while Mr. Ribot played smething swveet ard ageeabé abait 15
minutes into the %t, Mr. Chance arived. And yes he @ame b play jazz. He
is fuller in the face now but ill has the hostile stare. Mr. Chance, who sang
and pbyed ato saxophme, isnt an wmudcal person: he locked nto
communicative rhythm with Mr. Ribot, paid attention to verses bridges and
tags, delivered lyrics with personality and has perfected getting attention. But
on ato saxophore henot only sounds self-taucht, he surds enirely sdf-
evaliaied, playing weak ard outof-key sales salted with whinnying squeds.
Still, he hasbrutal confiderce; you can't turn away from him. Half a dazen
jazz ad bluesstandads were terrorized, including 'Dont Worry About Me,'
'‘All of Me' and Thelonious Monk's 'Let's Cml One' (That took guts:
ineptitude with a soigné standard is sort of welcome, but ineptitude with
Monk?) He sang, too, in a cross betveena lounge-entertainer croon ard a
bak, and diring Mr. Ribots solos he €reamed and sbbel like a chid with
night terrors. The lowest point was 'I'm in the Mood for Love," when his
rendition cane o close © Steve Martin's version on hs old comedy abum
'A Wild and Gazy Quy." But the st asa whole wasn't a ®medy routine: it
had a determination, an unsetting humor and an eerie poignancy” [Ben
Ratliff, The New York Times, 1/23/02].

Questlove, billed as the First Official Hip-Hop Show at Lincoln Center.
Avery Fisher Hall, New York, NY.

Januay 18

Nancy Bloomer Deussen's Reflections on the Hudson. Eisenhower Hall, West
Point, NY.

Januay 19

Kroumata in Xenakis's "Peaux" from Pléiades(1979), Takenitsu's Ran Tree
(1981) Katzers Sdlagnusik 2 (1989), SvenDavid Sanddrom's Drums
(1980), ard Cage’s Third Construction (1941). Alice Tully Hal, New York,
NY.

Kerniss New Era Dance performed by the Harrisburg Symphony.
Harrisburg, PA.

Januay 20

Robert Crdt receives Lifetime Achievement Award. Palais of the Theatre
Debussy, Cannes France.

San Francisa Symphony Chamber Music. Thomas Goss'sThe Sven Deadly
Sinsofa Dog. DaviesHall, San Francisco, CA. "scored for French hon, tuba
and bur Wagnrer tubas those contaptions that resemble horns with thyroid
conditions. Goss . . . tosted a droll introduction and exhibited a blown-up
phobgraph of 'my muse' (a Gordon setter naned Hetchel). Propsincluded a
red fire hydrant ard a ®up can,which catributed ts own tinny obbligato.
Calling this piece a dogurns out, for once,to be a conpliment In his survey
of canhe pecadlloes, Goss has incorporated barking patterns of man's best
friend,aswell asa quoaton from Peter and he Wolf. He also laid trapsfor
his dauntless brass consort, whose members . . . dspatched their witty, if
dlightly protracted asignments, with brazen glory" [Allan Ulrich, San
Francisoo Chronicle, 1/22/02].



New York Guitar Festival. 9-hourAll-Star Guitar Marathon, with Bill Frisell
and he Assad Brothers. 92nd $reetY, New York, NY.

Premiere of Judith Sainte Croix's Vision Ill. St Luke's Lutheran Church, New
York, NY.

January 21

Deah of Peggy Lee p. Norma Deloris Egstrom, 5/27/20, Jamestown, ND), of
a heart attack, a 81. Los Angeles, CA. "She was hilled throughout most of
her careerasMiss Peggy Lee @nd, in fact, she insistedon it). In the golden
age ofbig bards she was a snger of renown with Benny Goodman's orchesra
and $ie went on b becane a bp nightclub snger, a polific recoding atist, a
succesful songwiter and an aaess skillf ul enough to be nominated for an
Oscar. She was a weaverof moods and colors, her misty voice onveying
impeccabé rhythmic subtiety and smoldering ®xuality. In aworld of belters,
she was a minimalist who eliminated any hint of the extraneous in both her
voice and gegdures ard she calld gir audienceswith an urderstated phrase
more than most singers could by shouting and stomping. Duke Ellington
caled her'the Queen. Sephen Hlden,a move and cabat critic of The
New York Times, described her image as 'Billie Holiday meets Mae West.'
Miss Lee nade nore than 7@ recordingsand nore than 60alburms. Her own
favorite dbum,'The Man | Love was recorded in 1957 with arrangements by
Nelson Rddle ard an orchedra corduced by Frank Snata. Snatra was so
intimately involved with the abum that he obtained ®me menthol to make
Miss Lees eyeslook pioperly misty for the cverphotograph. She is credited
with having a had in writing [numeoug songs, in mog cagsasa lyricist. . .

Her name is indelibly linked with a number of songs, including 'Golden
Earrings,' 'Fever,' 'Lover,' 'Big Spender,’ "You're My Thrill,;" 'l Gat It Bad and
that Aint Good; 'Them There Byes and he hauning Xrry Lieberand Mke
Stoller tune hat becamehersignature in later yeas, 'Is That All There Is?". . .
Lee was discovered in Chicag in 1941 by Benny Goodman, who wes looking
for a replacement for his vocalist, Helen Forrest, who was leaving to join
Artie Saws band. He head her sng Thes Foolish Things at the
Ambasador West Hotel and cdled the nextday,offering herthe job. She had
a cod the first night she apeared, the ciitics were urkind, ard she waentedto
quit. Goodman refused to let hergo and e dayedon, at$75a week.. . . It
was Miss Lees sulky rendition of 'Why Dont You Do Right?' with the
Goodmen band in 1942that madehera dar. . .. Lees tour with the Goodman
band bsted less thantwo yeas butthe collaboration made heroneof the nost
famous female vocalists of the time and put her on the road to fame. In 1943,
Miss Lee Eft Goodman b marry Dave Barbour, the band's guitarist, with
whom she colaborated on a nunier of hits, including 1 Don't Know Enough
About You, 'It's a Good Day,’ and Manand,a 1948 hbckbuger that sold
more than two million records and began her long association with Latin-
flavored nusic. . . . She made herfilm dehit in 1950, playing a ninor role in
Mr. Music, and vent on, in 1953, to play a featured role opposte Danny
Thomasin a emake ofThe Jaz Shger. Her peformane asan atohdic
blues singer in Pete Kelly's Blues (1955) won her an Academy Award
nominaion asbeg suppotting actess. In 1959 e wote the lyrics for a Duke
Ellington song, 'I'm Gonna @ Fishing' for the film Anatomy of a Murder.
She abo wrote theme muge for the movis Johnry Guitar and About Mrs.
Ledlie, and supplied voices for several characters and sang three songs in the
1952 Walt Disney animated film Lady aml the Tranp. She was pad $3,500
by Disney and no royalties. When Disney marketed a videocassette without
her consent, she sued the company. In 1992, after afour-year court battle, she
was awarded $2.3 million. Another lawsuit over royalties neared an end last
week n Los Angeks, when a sipetior cout judge gae preliminary approval
for a $4.75-million settlement between Universal Music Group and several
hunded recording atists whos lead phintiff was Miss Lee.. .. Lee wasa
perfectionist who plamedevey agectof herpeformancesright down to her
hairdos her codly gowns her lighting, her entanes and exis, even he
movemat of her hands . . . For deades becaus of respiratory problems
that bega with a bait of viral pneunonia in 1958, she kept oxygenin her
dresing mom, and e u®d it betveen sts. Miss Lees peformancesat
Basin Sreet East in Manhatan beghning in 1959 were credited by Newswek
with 'single-handed} reviving te supper club husines.! Count Base,
Tallulah Bankheal, Cary Grant, Lena Horne ard Hla Fitzgerald were some of
the notble who cowded in every night With more than 600 people in a
space meantor 450,a cub represnttive recaled later, 'we had ¢ hire only
skinny waiters.' . .. Miss Lee was married five imes but hergreatlove, she
acknowedged, was herfirst hudand ad colaborator, Mr. Barbour. He was
the father of her only child, Nicki Lee Foster, of Sun Valley, Idaho. In
addition to Ms. Foster, she is survived by three grandchildren and three great-
granddildren. Miss Lee desribed Mr. Barbour in her aubbiography as a
self-destructive acoholic.
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They were married n 1943 and lse sid in a 1982 mterview that he akedher
for a divorce in 1951, 'becaus he ddnt want his dawghter to see hm with his
problem." In 1965, after Mr. Barbour had been sdber for many years, they

decdedto remarry, buta few days later hedied.. .. Late in the 1970's, she
returned to San Francisco from a European tour o ill she was immediately

hogitalized. Doctors informed hershe hed a bad kat, diabees and a
disorder of the inner ear she ako went blind temporaiily. She was told to

retire butwent to Australia on bur instead. She hal double-bypas heart

surgety in 198. Two yeas later she fell ondage atCaesar's Palace n Las
Vegas ad fractured her pelvis. When ste recovered , she fell again in the
marble bathroom of her home in [the] Bel Air section of Los Angeles, injuring

the vertebrae in her lower spine. Sill she performed. . .. She usualy

appeared in dinky satin or form-fitting dlittering gowns, drop-dead dangling

earrings and large round tinted glasses. Later, a shoulder length white-blond

wig covered her champagne-blond hair. Sill later, she used a jeweled cane
and often performed stting down like Mabel Mercer. . . . In 1990, she
receved he Red Rper Award of the American Sciety of Composrs,

Authors ard PRublishers, Ascaps highes accolade, given for lifeime
acheverrent. During her last decae, she tried to retire ®veral times She
painted, . . . gew roses, watched nature programs on television, was active in

the Science of Mind spiritual group, and listened to Ray Charles, Snatra,

Debusy ard Chopin. But it wasn't enough. So she would reappear
periodically in smaller settings, basking in the warmth and admiration of her

audence'[Enid Nemy, The New York Times, 1/25/02].

Da Cgo Chamber Payers in Aaron Jgy Kerniss Love Sceies Harrison
Birtwistie's Nine Seings of Lorine Nedeckerand André Revin's Vocalise.
Merkin Concert Hall, New York, NY.

Death of Sheldon Allman (. Chicag, IL), of heat failure, at 77. Culver
City, CA. "[He was] the snging voice of Mr. Ed and composd he theme
songsto George of the Jurgle ard other television $iows. . .. In Mr. Ed, the
popular stcom about Wilbur Post's talking horse, the voice of the title

chaacer was provided ty Allan Lane. But wheneverMr. Ed sang, it was
with the voice of Mr. Allman, who abko wrote al of his own ngs like The
Pretty Little Filly With the Pony Tail' and The Empty Feed Bag Blues.' Mr.

Allman ako wrote the theme muk for Let's Make a Deal . . .. The [cartoon]

program [which featured George of the Jungé] was short lived, with only 17
episodes produced, but it found popularity largely becaise of the camic

[lyricg] . . . which repeaedly warned .. . 'waftch outfor that tree: When a
live-action film of George was made nh 1997, staring Brendan Faser, the
one-minute tune was recorded by a trendy rock band, the Presidents of the
United Satesof America ... . Allman wote [George and wo other] catoon
themeswith Stan Worth in oneproductive aternoonin 8967. 'Stan cameover
to my hou, Mr. Allman ecaled in 1997. 'We darted at1 otlock,and by 4
o'clock we had three ongs.' . . . He appeaed n the films In Cold Blood,
Dirty Harry, Hud, and All the Preddents Men, and in the television shows
Little House on he Prairie, The Twilight Zone,andl Dreamof Jeann¢" [The
New York Times, 2/3/02].

Januay 22

Da Cgo Chamber Players perform Kernis's Love $enes Merkin Concert
Hall, New York, NY.

Januay 23

EMI ends its multi-million dollar contract with Mariah Carey. "[She] has had
more No. 1 hits than anyone. . . except Elvis Presley and the Beatles. EMI
signed Ms. Carey only last April to one of the music industry's nost lucrative
contracts, guaranteeing a reported $80 million for five abums. But after
disappointing sales of the first abum Ms. Carey delvered, Glitter, releagd
last fall, EMI's Virgin Records division decided to cut its losses. It will pay
Ms. Carey $28 nillion to free itself from the high costs of producing and
promoting any more abums. . . .EM's decision to part ways with Ms. Carey
reflects the troubles in the recording industry at large, which is battling
dwindling compact disc sales, the digitized universe of songs available on the
Internet and hcreasingly demanding [performers]. . . . Sdles of the Glitter
album, which was releagd on ®pt. 11 whogg, have eached aly 500000
copiesin the United Sates. . . a patry amountcompaed to Ms. Carey's 1993
album, Music Box, which sold 23 million world wide, and the average 8
millio n for nine previous abums by Ms. Carey. . .. Glitter . . . was a sound
track abum for a dsgppointing film . . . and .. . it signakd the degction of
Ms. Caey's teenager fan base to bolder, brasher performers like Britney
Spearsand 'N Sync. . ..



During an interview on MTV's Total Reguest Live in July, she behaed
eraticaly, aking he ows hog, Carson Daly, to kidnap her and then
diverging into a monologue about therapy. The unnerved Mr. Daly then
annaincal: 'Ladies and gerlemen, Mariah Grey haslost hermind. ... On
an @isode of MTV Cribs aprogram in which pgp dars tour their homes for
the camea, she hopped into the bathtub, and dechimedfrom the bubbles that
it was the plce &e hid from herfans udng the word 'fans in a bne some
viewers regarded as hostile" [Alex Kuczynski with Larua M. Holson, The
New York Times, 1/24/02].

San Franckco Symphory in Roussel's Synphory No. 3 and Rawvel's La Valse.
DaviesHall, San Francico, CA. Through Jnuary 26. "[The Roussel was] as
exciting a performance as anyone will hear of amajor symphonic contribution
to . . . Dth-century literature” [Allan Ulrich, San Francisco Chronicle,
1/25/02].

January 24

Double Expoaure. Paul Moravec's Mood Svings Scott John®n's Practical
Music, and nusic from Daniel Schnyders Synphony No. 4. Rase Sudio,
New York, NY. "an enpyabke ®ncet" [Ann Midgete, The New York
Times, 1/29/02].

January 25

American @mpo®rs Forum preent Martin Rokeachs Can't Wait (with Tod
Bordy, Peter Josheff, and Karen Rosenak), Lisa Scola Prosek's Ballate Non
Pagate (with Tisha Rage), and nusic of New Zeabnd Compo<rs, introdwced
by Thomas Goss (wth Laurie Amat). Cammunity Music Center, San
Francisco, CA.

Steven Grbers Elegy on e Name 'Dmitri Shosakovich!
Juilliard School, New York, NY.

Paul Hall, The

New uilliard Ensemble in Twelve Tonesand Beyond. luilliard Theatre, New
York, NY. Through &nuary 29.

January 26

Composers from the Center for Contemporary Music, with Jchn Bischoff.
Mills College, Oakland, CA.

January 28

San Fanceco Contenmporaty Playes in Schoenbeg's Five HReces for
Orchedra, Luigi Nono's sofferte orde ®rene, Boulezs Anthemes|, Mumma's
Tile, in memoriam William Banovet, and Dugger's A Summe's Reverie.
Y erba Buena @nter, San Francico, CA.

MichaelDellaira's Cheri (libretto by Susan Yankowitz) is sung tice,onceby
oper dngers ard once by nusical theaker performers in an wnusial contrast
between corgnporary singing dyles Feauring Liz Crumb. Clakk Theatr,
Rose Building, Lincoln Center, New York, NY. Repeatd Anuay 29.

January 29

Contrasts Quartet (Vadim Lando, Monica Bauchwitz, Ariane Lallemand, and
Evelyne Lued) in musc of Rorem, Lisa Bielawa, Aaron Jy Kernis, ard Igor
Stravinsky. Merkin Concert Hall, New York, NY. "Bielawa's Wait . . . .
developed into an emotionally insistent work, particularly when Ms. Luest
was joined briefly by the three oher musicians who supplied, from offstage,
what Ms. Bielawa listed asan bptional drone: . . . The quatet gave be
[Kemis] work an mpasionel reading” [Allan Kozinn, The New York Times,
2/5/02].

Backbeat Percussion Ensemble in music of Cage and Reich. Waeill Recita
Hall, New York, NY.
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Januay 30

Music and Retry of Spain and the Americas The Americas Society, New
York, NY.

Januay 31

San Francsco Symphony n lvess Symphony No. 4. Davies Symphony Hil,
San Fancisco, CA. Through Februaly 3. "a wondrous peformance" [Joshua
Kosman, San Francieco Chronicle, 2/2/02].

65th birthday of Philip Glass. New York, NY

Writers

MARK ALBURGER is Editor-Publisher of 21ST-CENTURY MUSIC. His
opersThe Bald Sopano andThe Wnd God will be given in San Francisco
this summer.

D.L. BARRY sudied compostion with Henry Ondedork, Wayne Reterson,
and Rchad Festinger. He hascomposd for a varety of resources besdes
standard instrumental combinations, including environmental installations and
electronic meda.

DAVID CLEARY's music has been played throughout the U.S. and abroad,
including peformancesat Tanglewood ard by Alea 1 and Dinosaur Annex.
A member of Composers in Red Sheaker he fas won meny awards and
grants, including the Harvey Gaul Contest, an Ella Lyman Cabot Trust Grant,
and a MicDowell residence.

MICHAEL DELLAIRA received his Fh.D. (1990) and M.F.A. (1976) from
Princebn University He holds a Gertificab (1978) from L'Accalema di
Santa Cecilia (Rome), an M.Mus. (1975) from The George Washington
University, anda BA. from Georgebwn University. His teaclers included
Milton Babbitt, Goffredo Petrassi, and Rabert Parris. He is currently Vice
President of the American Composers Alliance.

JBEFF DUNN is a freelance critic with a B.A. in music and a Ph.D. in
Educaton. He is an avid collecor of recoded merformances of new musc, a
dedicaied ope-goer, and a compser of piano ard vocal musc. His
post-modernistic career has included stints as a ranger-naturalist, geologic
explorationist, and gegraphy professor.

EDMUND KIMBELL is a countertenor and pianist based in Chicago. He has
appeaed with the GrantPark Symphony Orchedra and ®@orus ard hasgiven
recitals in the Chicago and & Fanckco Bay Areas His teaches have
included Mark Crayton and Rebecca Weinstock (herself a dudentof Nadia
Boulanger.)

MICHAEL MCDONAGH is a San Franciso-based poet and writer on the
arts who hasdore two poem/picture bodks with attist Gary Bukovnik, Before
| Forget (1991) ard Once (1997), the former being in the collections of the
Museum of Moden Art, The Berkeley Art Museum, and he New York Public
Library. He hasalso published pens in journals including Mirage, and
written two theate pieces-- Touch and @, for three performers, which was
staged aVenue 9 h 198; andSight Unseen for sdo performer.

Composer DAVID MECKLER lives in the San Francisa Bay Area. A scene
from his Apollo 14: A Space @era, will be presented by the New York City
Opera in their Showca® piogram in the Sring of2002.

ANTON ROVNER was born in Mosoow, Russk, in 1970 and has lived in the
United Satessince 194. He studiedpiano atthe Manhatan School of Music,
Preparatory Division, then, composition at the uilliard School, Pre-College
Division, with Andrew Thomas and the Juilliard School (undergraduate and
graduate programs) with Milton Babbitt, graduating in 1993 with an MM. In
1998he eceived a t.D. degee fom Rutgers University, where he tudied
with Charles Wworinen. Rovner received a BMI Award in 1989 and an IREX
Grant in 1989-1990. He attended the Esherwood Music Festival studying
compostion with Eric Ewazen. He studied musc theory at Columbia
University with Joseph Dubiel for two yeas. Since 1992 hesithe atistic
director of the Bridge ®ntemporary Music Series
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CENTER

DAVID SHIFRIN, ARTISTIC DIRECTOR
salutes

CHEN YI

2002-04 WINNER OF THE ELISE L. STOEGER PRIZE
A $25000 cah avard given evey two yeas to a conposer in recogition of
significantcontibutionsto the chanbermusic repettory.

Formerwinnes of the Hise L. StoegerPrize
1987498 Gunther Schuller
19904991 Aiver Knussesn
1992 Lee Hyla/ Olly Wllson

1993 Aaron Jy Kernis/ NicholasMaw
1994 Qeg Felzer/ Richad Wilson
1995 David Liptak / Steven Mackey

1996 Martin Bresnick / Osvaldo Golijov
1997 didith Weir / Stephen Hirtke
1998 ThomasAdes/ Yehudi Wyner

1999 &mes Primrosch / Scott Wheeker

2000 MchaelDaughetty / Kaija Saaiaho

Further information available:
ChenYi
Theodoe Resser Compary
588 North Gulph Road, King of Prussia
Phone:610 55-3636 Fax: 610 5277841
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SAN FRANCISCO

COMPOSERS CHAMBER ORCHESTRA

Mark Alburge, Music Director

Friday, March 22,2002,at 8:00pm
Goat Hall, 400 Missour Street, San Franciso, CA

Mark Alburger and John Kendall Bailey, conduding

Tom Heasley
Stan McDaniel

Alexis Alrich

Marcia Burchard

John Beeman
Erling Wold

Mark Alburger

New Work for Tuba and Eectonics
Duet 1993 ("Remanmbrance")

Fuse for Oboe, Piano,
Percussin, and Srings

Chartres Cathedral Labyrinth
Malkuth
Yesod
Tiphareth

Intermisson
Beelne: A Festive Overture (2002)
Martyrium Pilati from Sub Pontio Pilato

Symphony No. 1in C Mgjor ("l t wasnt
classical, it was symphonic... It wasn't a
symphony,bea@use it did nothave a snata
-allegro "), Op. 21
Adagio molto, Allegro con brio
Andant con moto
Menuetto: Allegro molto...
Adagio, Allegro moto e vivace



